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«TloBecTE BPEMEHHBbIX NET» 


For on earth there is no such splendour or such beauty. . . 
and we cannot forget that beauty 


"The Tale of Bygone Years 
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From the time of Peter the Great's reforms to the beginning of the twentieth century 
scarcely anyone showed concern for or interest in icons. At any rate their artistic 
virtues remained unnoticed. The majority of old icons were covered with metal 
mountings, age-old repaint and candle soot and because of that it was impossible to see 
them properly. The discovery of early Russian icon painting is a matter of legitimate 
pride for our century. 

Rublev's Old Testament Trinity was the first masterpiece of early Russian icon painting 
to be restored. It emerged in the full glory of its colours before amazed contemporaries, 
but afier the restoration it was once more obscured with mounting. Soon afterwards 
1.$. Ostroukhov began a regular “cleaning” of the icons in his splendid collection. 
At the 1913 Exhibition wide cireles of Russians had their first chance of seeing early 
Russian, predominantly Novgorodian, icons in all their original beauty. 

After the October 1917 Revolution, the collection and restoration of relics of early 
Russian icon painting became a state responsibility. Lenin's decrees on the nationalisa- 
tion of masterpieces of art laid the foundation for the large repositories of early Russian 
painting at the Tretyakov Gallery in Moscow and the Russian Museum in Leningrad. 
As a result of scientific expeditions to old towns, and the restoration of old icons, our 
museums continue to be replenished even today. The 600th anniversary of the birth 
of Andrei Rublev was marked by the opening of a museum of early Russian art named 
after him in the former Andronnikov Monastery in Moscow. 

The discovery of icon painting means more than the revelation of hitherto forgotten 
relics of early Russian art. It is at the same time a recognition of their aesthetic worth, 
a discovery that was met with general approval. Even today our admiration has not 
subsided and this continues to be of considerable help in the collection, preservation 
and study of early Russian icons. 

There are several trends in the approach to icon painting among scholars. Some authors 
concentrate their attention on the factual side, on the time when various schools arose 
and developed, and on their mutual influence. Others are drawn to the representational 
side of icon painting, to iconography. Yet others consider the icon primarily as a paint- 
ing, discovering true pictorial beauty in this ancient art. There have been scholars 
who have attempted to read into early icon painting religious and philosophical meaning 
born ot the creative forces of the nation. Of the greatest importance for art historians 
are attempts to discern the artistic merit of what was created by the early icon painters 
by a close study of the icons themselves. That is the basis of this introductory essay. 

In all its characteristics icon painting is so unlike the painting to which modern man 
is accustomed, especially nineteenth century painting, that it is easy to believe that it 
can be understood only through a teaching about icons formulated many centuries 
ago by the originators of the Orthodox Church dogmas. 

Certainly an icon is not a picture; the icon does not represent What the painter sees 
before him, but certain prototype the painter has to follow. Reverence of an icon stems 
from reverence for its prototypes. Icons are kissed, they are expected to heal and work 
miracles. They are worshipped because they are representations of Christ, the Virgin 
and the Saints. Icons play a part in Church ritual. Icon painting is to a certain degree 
a ritual art. 

The reverence shown icons and their creation were put on a strictly regulated basis 
by the Seventh Ecumenical Council in Nicaea. The priests considered themselves the 
true creators of icon painting, and the artists were looked upon only as the executors 
of their ideas. The decisions of the Nicaea Council were confirmed as the stable founda- 
tion for icon painting almost one thousand years later, at the Council of the Hundred 
Chapters in Russia. 

'Theologians and Church historians take the view that icon painting is in fact the presen- 
tation of Church dogmas in visual images. Icon painting has its traditional canons which 
must, like religious dogma, be implicity obeyed, and in consequence icons are so like 
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one another that at times it is scarcely possible to distinguish between them. Nor is it 
always easy to determine their date just by looking at them. Some icons were considered 
not to have been created by human agency but to be of supernatural origin. Legends 
about their miraculous appearance on earth were recorded in chronicles side by side 
with information about the most important events in the life of the people. 

There is no reason to doubt that there existed in Ancient Rus a cul/r of icons as sacred 
objects. Nor is there any reason to deny that such an attitude left its mark on icon 
painting. However, it would be wrong to consider the Church's teaching on icons to be 
the key to understanding icon painting as an art. All icons Were cult objects. But only 
those of them which proved at the same time to be works of art are of importance 
to art history. Icons devoid of artistic worth may be ofinterest to the historian ofculture, 
but not to the art historian. 

The Church Fathers considered that if an icon was consecrated it merited reverence 
regardless of its artistic quality. For us the point of interest is the icon's artistic 
worth. 

There are some grounds for the iconographical approach to the icon—an approach 
that is widespread even today. Icon painters did not usually invent their subject 
as painters do. They followed an iconographical type, developed and established by 
custom and the Church authorities. This is why icons representing the same subject, 
even When centuries apart, are so alike. According to some historians it is absolutely 
impossible to differentiate between them. The artist was considered to have a duty 
to follow the examples gathered in the so-called podlinniki (manuals) and only the 
choice of colours was at his discretion. In everything else he was supposed to be governed 
by the traditional canons. 

If one does not limit oneself to the description and classification of iconographical 
types, but penetrates to the heart of the matter, then iconography, especially so-called 
iconology, can contribute a great deal to an understanding of early icon painting. 
But this is far from meaning that iconography is the only key. 

It would not be true to say that only the approved and canonised types of representa- 
tions-prevailed in icon painting, that artists only obediently reproduced what existed 
before them. The iconography that became accepted in Rus was the outcome of the 
collective work of many generations, and in this the painters played just as important 
a role as the learned theologians and religious writers. The canonisation of iconographi- 
cal types, the podlinniki, apparently emerged comparatively late as a sign of the 
ossification of tradition, of the impoverishment of the creative iconographical app- 
roach. 

Many themes in early Russian icon painting came from the past, but many other were 
created anew. The origination in Russia and the historical development of such a theme 
as the Intercession of the Virgin can be followed in Russian icons of the thirteenth to 
sixteenth centuries. Fifteenth century Novgorodian artists were responsible for the 
iconography of the SS Florus and Laurus icons. The fine composition, The Bartle 
of the Suzdalians and the Novgorodians (The Miracle Worked by the Icon of the Vir- 
gin ot the Sign), originated in the same period. 

The fact that even within the context of traditional biblical subjects, and with all due 
respect for tradition, painters were always able to add something of their own, to enrich 
and give a fresh interpretation to the ancient canons and to create something new 
deserves special attention. The main aim in iconography was usually to seek out 
prototypes in the art of earlier periods and in literature, but one should not overlook 
or underestimate the new element to be found in virtually every new version of 
a theme. 

The distinction was made in medieval literature between canonical texts and the apoc- 
rypha, folk legends which the Church frowned upon. Icon painting can be compared 
to the apocrypha, and not only because artists often drew for their inspiration on these 
legends (for example, in the Nativizy of Christ or the Dormition). In the same vay 
painters themselves frequently created pictorial apocrypha. This is the most poetic 
aspect of early icon painting. 
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The theme of the Dormition of the Virgin underwent radical changes throughout the 
centuries of icon painting. The Novgorodian twelfth century icon comes close to the 
canonical Byzantine type. The Apostles and the saints standing around the couch 
of the dying Mary have a bereaved air; each figure embodies profound grief, but each 
of them remains alone in his sorrow. In the Dormition by Theophanes the Greek, the 
despair of the Apostles is expressed with greater passion, but above the couch towers 
an enormous figure of Christ, and a brightly glowing cherub bursts through the half- 
light of the blue mandorla. 

In fifteenth century Russian Dormitions the scene acquires new meaning. Above the 
grief and sorrow of individual personages there prevails an all-pervading sense of 
exaltation, of joy at being united in gathering around Mary's deathbed to glorify her 
name. Russian Dormitions in essence amount to a choir singing alleluiahs to the Mother 
of Christ prior to her ascension to Heaven. In this they difter radically from Byzantine 
icons on the same subject, which depict the mystery of death. 

Analogous changes take place in other themes in icon painting, testifying to the logical 
development of iconography in ancient Rus. 

Some features of early Russian painting can be explained by its Byzantine origin. 
The first icons were brought to Rus from Constantinople, While the first master 
icon painters who worked in the country were Greek. In the fourteenth century Theo- 
phanes the Greek became famous in Novgorod and Moscow and exerted considerable 
influence on Russian painters. Byzantine icon painting is distinguished by the finesse 
of its technique. In some respect it bears the imprint of royal splendour, in others of 
monastic austerity. It was through the Byzantines that Russian icon painters came 
to know the great, early Greek tradition, and to follow it. 

But however strong and fruitful the influence of Byzantine icon painting might be on 
the icon painting of Ancient Rus it did not rule out certain difterences between them. 
These showed themselves even in the earliest period. The Virgin of Vladimir, an icon 
brought from Constantinople, is in fact, despite the spirituality of the Virgin's face, 
a flesh-and-blood portrait, similar to those of late antiquity. The Virgin in the icon 
popularly kn6wn as the Virgin Great Panagia of Yaroslavl presents a more traditionally 
icon-like countenance devoid of any earthliness, more elevated and idealised. 

The two half-length icons, the Archangel Michael from Novgorod, and the Arch- 
angel Michael from Cyprus, both depicted the Archangel wearing bright red cloak, 
and with swarthy countenance, looking very much alike. But there is a number 
of differences. On the Byzantine icon the face is sterner, while the Novgorodian one 
has a gentler expression. On the Novgorodian icon conventions of icon painting are 
clearly expressed in the angular folds of the clothes. 

The two icons of Sr. John the Baptist aftord still stronger grounds for speaking of the 
difterences between the two schools. The differences are especially pronounced here 
since the Russian icon dates back to the mature period in the Russian school of icon 
painting, and possibly originated in Andrei Rublev's workshop. In both cases St John 
the Baptist is an austere ascetic, a hermit represented with bowed head and sorrowful 
gaze. Nevertheless, the Russian painter managed to soften the severity of the counte- 
nance, giving it an expression of kindness; the features of the face and the outlines 
of the figure are rounded and flowing, the hair is smoothed down, and the face has 
some features typical of Rublev's angels. 

The icon from Zagorsk, the Annunciarion, was apparently painted in Rus, but displays 
the classical purity of form, especially in the involved Pompeiian type of architec- 
ture. But in the purely Greek Annunciation the figures of the personages, especially 
that of the handmaiden peeping out from behind a column, are for the most part 
quite heavy, fleshy, and one is tempted to say, pagan. This derives from Byzantine 
classicism and is practically a pastiche, faking antiquity. In the Moscow icon the 
classicism has come through the cleansing flames of the spirituality, associated with 
icons, as it were, and is softer, purified. The figure of the angel seems to hardly touch 
the ground, to hover lightly above it. These features are forerunners of the grace- 
ful Rublev angels. 
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Even more striking is the difference between the face of the angel from the Zvenigorod 
Deesis Range and the angel from the Vysotsky Deesis which was brought to Moscow 
from Constantinople. True, in this instance we are comparing painting by a rank-and- 
file Byzantine artist with something created by the greatest genius of the Russian 
school—Andrei Rublev. The type of the face is similar in both icons: the fine straight 
nose, small eyes and mouth. But in the Byzantine icon the modelling of the features is 
heavily accentuated by highlighting and rosy tinting of the cheeks. In Rublev's icon 
the features are almost ethereal, spiritual in the extreme. The painter moulded the 
features in a light, delicate way which leaves an impression of angelic chastity. 
Asregards icons of non-Russian origin only in the Balkans have I encountered any that 
anticipate certain features of the Russian school. Such are the icons of Sr Demetrius of 
Thessalonica and the Archangel Michael's Miracie at Chonae, from Hilandar. They show 
less modelling of form than the Greek icons, but the silhouette and the flowing con- 
tours are more strongly accentuated, and the colours more bright and resonant. It is 
not known how these icons of Balkan origin could have influenced the Russian school. 
The Byzantine and Balkan roots of early Russian icon painting are worth studying. 
But one should not forget that the pure/y Russian imprint which can be observed in the 
majority of early Russian icons was of decisive significance. 

Contacts between early Russian art and the general culture of the epoch have recently 
been attracting the attention of historians. Such contacts were ignored by the old 
school of iconography, which saw icon painting only as the product of the Church, 
religious beliefs and monastic asceticism. 

A study of its historical premises, its historical and cultural basis makes for a deeper 
understanding of the role of early painting in the life of that period. This does not 
mean, however, that every phenomenon of significance in Russian icon painting can be 
traced back to and linked with certain historical or historico-cultural premises. The 
development of icon painting also had its own inner logic. At any rate Russian icon 
painting is a historical phenomenon and the first task of a historian is to find its proper 
place in the history of the country and the nation. 

The heyday of Russian icon painting occurred at a quite definite period dating from 
the end of the fourteenth to the mid-sixteenth century. What, in fact, is this period in 
Russian history? It can be described in the following way. After going through the 
most taxing trials of the Tartar invasion, the Russians found the strength to begin fight- 
ing for their independence while preserving faithfully the legacy of classical antiquity 
and Christianity which had come to them via Byzantium. The Russian people had not 
yet achieved what was to be accomplished later, but Rus was already beginning to unite 
tor its successful struggle against the enemy, and was growing progressively more 
aware of its unity. In their art, as in a preliminary model, the people expressed their 
hopes and aspirations, their social, moral and religious ideals. The heyday of icon 
painting preceded the rise of autocracy which emerged in the struggle against the 
Orient and acquired features of oriental despotism. The heyday occurred during a period 
which might be termed a historical prelude. This is why the icons display so much that 
is utopian, elevated, ideal and incredibly beautiful. 
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Modern man cannot help but be amazed at the sharp contradictions between the 
cruelty and crudeness of morals in feudal Rus and the nobility and loftiness of its art. 
This does not mean, however, that art turned away from the drama of life. Anyone 
who considers that the geniuses of that period created in absolute isolation is transfer- 
ring to the past the afflictions of modern art in our time. The Russian people of that 
period were well aware of contemporary events, but they aimed to achieve in art what 
they lacked in reality, for which they were striving and hoping to achieve as a nation. 
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The remarkable purity and peace pervading Rublev's paintings can be likened to the 
peace on the battlefield between two bloody battles. 

Of all the treasures of early icon painting the historian is naturally attracted first of all 
to those which display a direct link with the life of his time. The images of the 
martyrs, Boris and Gleb, seemed to appeal to the people to fight against the inter- 
necine strife from which the entire country sufiered. The Praying Novgorodians 
reflected the outlook of the rich Novgorodian merchants, their pride and piety. 
The Battle of the Suzdalians and the Novgorodians reflected the local patriotism of those 
years when the freedom of the city of Novgorod was threatened by the princes of 
Moscow. The icons of Sr Peter and St Alexius are in fact glorification of the patriotic 
endeavours of these princes of the Church, the collaborators of the Moscow princes. 
Finally, the Church Militant is the lauding ot Moscow as a kingdom with the young 
Ivan the Terrible at its head. These icons can be called historical, of a secular nature. 
They may be likened to the homily of Philotheus of the Yeleazarov Monastery on the 
theme: Moscow, the Third Rome. 

Among the icons there are many Which represent the outlook of the clergy, both 
monastic and pastoral. Of the better known ones 1 shall quote the fourteenth century 
icon of the New Testament Trinity and Rublev's Old Testament Trinity. Historians see 
in these an attempt to uphold the Church dogmas on the Trinity which in those years 
were doubted by heretics. 

On the other hand, the icon of the Apocalypse in the Dormition Cathedral of the 
Moscow Kremlin is not only a reaction to the expectation of the end of the world 
Which perturbed the nation, it indirectly reflected also the point of view of the “here- 
sies of Judaism”. The direct influence of the Church dogmas is even more apparent 
in the icons of the Cathedral of the Annunciation, which in the mid-sixteenth century 
provided grounds for the attacks of Viskovaty, and for the decisions of the Ecumenical 
Council of the Hundred Chapters. 

A distinct group can be discerned among early Russian icons which reflects popular 
ideals, and especially those of “the Rus of the tillers of the earth”. These are first of all 
the icons representing the patron saints of domestic animals—George, Florus and 
Laurus, Blaise and, perhaps, the Prophet Elijah, who was depicted against a bright, fiery 
background as a successor to Perun, the pagen god of thunder and lightning. Perhaps 
in some cases icon painting also reflected the duality of popular beliefs, especially 
reverence for fecund Mother Earth. 

Every possibility of finding connecting links between the mysterious art of icon painting 
and what is reliably known about the world outlook, beliefs and superstitions of the 
people of that time is very important to the historian. But this cannot always be done 
—not by any means—without stretching a point. Such masterpieces as Rublev's 
Old Testament Trinity and the Kremlin Master's Apocalypse have a much broader 
meaning than that which the people of that time saw in them. No wonder these icons 
still have power to stir people, even today, no less than the marbles of Pheidias and 
Michelangelo. Surely it was not only with the aim of defeating heresy that Rublev 
created his wonderful painting, or another artist his icon on the theme of a military 
legend just to counteract the aspirations of Moscow to the Novgorod lands? Free 
thinking was fought with witch-hunting, and wars were the answer to wars. The task 
of the historians is to delve deep into early art and to find out in what way it served 
as a means of spiritual education of man; to understand what were the artistic values 
which were essential to man in those days. 

A characteristic feature of early Russian icon painting, well in keeping with the social 
structure of Rus at the time, is the existence of two layers, two strata, that of “the 
lords”, and that of “the peasants”. There are those icons which are distinguished for 
their splendour and at times extremely refined work by painters from centres of princi- 
palities or close to the upper crust of society; on the other hand there are icons painted 
by posad or village craftsmen, Which are poorer in material and colour, and less pro- 
found in character. It cannot be said that each side had its special holy relics and looked 
only to them for assistance. The iconography was general. Quite frequently the painters 
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in the centres and in the villages vied with each other in painting icons on the same 
theme, on the basis of the same “patterns” or types. 

The Virgin of Yaroslavl from the former Ostroukhov collection is an'example of mature, 
highly perfected art, in which is displayed a profound philosophical comprehension 
of the theme of the Virgin Eleusa, and a masterly handling of form. In the “popular 
version” of the icon the forms are less organic and flexible, the contours are angular 
and volume practically non-existent, but on the other hand there is so much warmth 
and sincerity in the inclination of Mary's head that it compensates for all the “short- 
comings”, It is dificult to decide which version to prefer. The Archistrategus Michael 
from Korin's collection illustrates the popular belief in divine punishment. The Archangel 
Trampling the Devil Underfoot by Simon Ushakov is more exquisite in technique, more 
like Western painting and consequently more advanced. But in this “competition” 
the folk artist is the winner. 

Eighteenth century icons of the Northern school are less skilful in linear design than 
the late seventeenth century icons from Yaroslavl. But the folk icon often shows 
greater feeling for poetry and colour than the dry graphic manner of the Yaroslavl 
artist which was a preview of the virtuosity of the subsequent Palekh painters. 

The professional and the folklore trends are in a way indivisible parts of early Russian 
icon painting. One is unthinkable without the other. 

A study of the historical development of early Russian icon painting helps one under- 
stand its nature. It had its beginning and its end. We can speak of rise, efflorescence 
and decline. But there were continually deviations from this sequence. 

Modern researchers pay much attention to determining the date and provenance of 
individual icons. But it is extremely difficult to date them according to character of 
execution even in terms of decades. The pace of development diflered from place 
to place. The stage that Novgorod and Moscow went through in the fourteenth and 
fifteenth centuries was still being experienced in remote parts of the North up to the 
seventeenth and even the eighteenth century. A straightforward chronological arrange- 
ment of surviving icons gives no idea of the historical development of icon painting. 

In the eleventh and twelfth centuries it was icon painting of a Byzantine character that 
predominated in Rus; and in the main large icons resembled frescoes. The majestically 
calm figures were depicted in frontal poses gazing at the viewer. Epic calm reigns 
in early icons, and towards the end of the twelfth century images become more dra- 
matic. In the somewhat gentler expression of the Saviour and the Archangel with the 
Golden Hair the features of the emergent Russian school can be discerned. St Nicholas 
from the Novodevichy Monastery is practically a living, psychological likeness. The 
face of St Nicholas on the icon from the Dukhov Monastery in Novgorod is, like the 
frescoes of Nereditsa, an expressive mask with wide-open eyes and emphasised wrinkles. 
The icon of the Virgin from the Kremlin in Moscow, with its abundance of gold, 
reflects the Byzantine mosaics and enamel work by which it was influenced. In the 
Virgin of Belozersk, with its red halo, we see the earlier features of love for pure colour 
characteristic of the Russian school. In the thirteenth and fourteenth centuries the 
Kievan pre-Mongol traditions were preserved and developed in some works. A new 
manifestation of this period was the appearance of the Russian primitive. The works of 
these painters are naive and even crude, but they are captivating with their spontaneity of 
expression, bright colours and childlike simplicity, especially in border scenes. The 
enforced break with the pre-Mongol tradition helped the emergence of a national 
Russian school. 

At the end of the fourteenth century a new wave of Byzantine influences, this time of 
the epoch of the Paleologues, spread throughout Russia. Its most prominent representa- 
tive was the great master Theophanes the Greek. His art—passionate, dramatic, wise, 
austere, at times tragically intense and frequently lofty and splendid—left a deep im- 
pression on Russian painters. But Russian icon painting proceeded along its own 
course. 

The icon painting of Rublev and his contemporaries is a phenomenon of the tremen- 
dous upsurge of the Moscow school early in the fifteenth century. Rublev broke away 
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from Theophanes' dramatism and severity in appearance, in facial expressions 
and in form and colour. Rublev's art is one of the highest peaks in Russian icon 
painting. 

In addition to the fifteenth century Moscow school, icon painting flourished in the free 
city of Novgorod. Perhaps less contemplative than the Moscow school, it is no less 
poetic, refined in taste; it is close to the spirit of folklore. Novgorodian icons sparkle 
with ringing, festive colours, and there are secular elements in these religious works 
of art. Novgorod had no genius equal to Rublev's, but as Novgorod art patrons set 
great store on icon painting, the majority of Novgorodian icons are distinguished by 
their very high level of execution, and it is not surprising that the Novgorod school 
won recognition earlier than the others. 

Pskov was the “younger brother” of Novgorod, but Pskov icons differ markedly from 
those of Novgorod. They display less artistry in execution but, in constrast, have greater 
poetic inspiration. The linear design is hesitant though expressive, and the colours 
are hot, burning, flaming with an inner fire. There is spontaneity in the faces, pasionate 
feeling, ardent faith. 

Certain features of other schools have emerged over the last few years, including the 
Tver and Suzdal schools. Most clearly expressed are the individual peculiarities of the 
Northern school, which was based on Novgorodian traditions, but had a particular, 
leisurely air. This is the art of the village, of the peasants. In it one can discern hints 
of features of the decorated distafis which were to come later; there was a simplicity 
of conception, a rather crude and clumsy manner of drawing, poverty of colour, and 
at the same time, an appealing sincerity. 

Towards the end of the fifteenth century a new star, Dionysius, appeared in the Moscow 
firmament. He was much indebted to his great predecessor, Andrei Rublev, but did not 
resemble him; this-however, does not mean that he was the lesser artist. The art of 
Dionysius is a mature art, restrained in the expression of feeling, a lofty, contemplative, 
refined, noble and profoundly human art. Dionysius was a colorist of great delicacy, 
his colours are gentle, transparent, forming harmonious chords, especially in solemn, 
stately scenes involving great numbers of characters. But this is not the cold, official 
Byzantine art. Everything he painted is bathed in a warm effulgence. 

Dionysius exerted perhaps even greater influence on his contemporaries than did Rublev 
in his time. The poetry of his coloursis reflected in the entire art of the first half of the 
sixteenth century. The icons of this time acquired a narrative character, but the literary, 
didactic side did not obscure the visual attractiveness of the images. Some of the six- 
teenth century icons cover a vast abundance of themes, like an entire fresco cycle. 

The mid-sixteenth century brought a sharp change. The dogmatic debates over new 
icons and the affirmation by the Council of the Hundred Chapters of Church control 
over icon painters put an end to the pious fervour of the painters and at the same time 
to the heyday of icon painting. The Council upheld Rublev as an example to be fol- 
lowed, but in fact it severed the precious thread which had extended through Russian 
art since his time. The Stroganov masters attempted to draw on the Novgorodian 
heritage; in their colours and the minute character of their painting there are elements 
of artistry. As for the rest, icon painting becomes strictly iconographical, canonical, 
and aesthetically inferior to that of the previous centuries. Only in remote corners 
of the North, in the work of the village craftsmen, did the vein of free endeavour 
continue to pulse. 

This excursion into the development of early Russian painting is by virtue of its brevity 
schematic. But schematism cannot be helped if we are to take in the subject at a glance. 
The art historian, naturally, tries to perceive the logic of the historical development 
of art. It used to be customary to seek a definite sequence of development in early 
Russian art-—from the medieval “convention” to the “realism” of the post-Renaissance 
period. But the conception of the ascending line is contradioted by the pyramidal one: 
rise, peak, decline. 

The development of Russian icon painting cannot in fact be represented by a straight 
line. There were peaks of success in almost every period, just as there were setbacks 
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and spells of stagnation (for instance in Moscow in the mid-fifteenth century). Art went 
forward, always striving for spiritual and aesthetic perfection. Individual geniuses 
—Rublev, Dionysius and the Kremlin Master—always played a great role. 

“The fate of Russian icon painting cannot be fitted into the generally recognised scheme 
of stylistic development in the West. Its very development was highly capricious, with 
leaps and falls, with quickenings and retardations. All this demands of the researcher 
sensitivity to every twist and turn, to every achievement. Only thus can one discover 
the grains scattered everywhere which, if they were not always able to put forth 
shoots, were of enormous value in themselves. 

A historical study ot icon painting helps one perceive its essence. What is this? Can one 
in fact speak of the essence of icon painting, when it is so diverse, so heterogeneous 
in its manifestations? At the same time, any thinking person who looks through this 
anthology of the finest examples ot Russian icon painting will be obliged to recognise 
the common elements, the features linking the various centuries and schools and 
enabling one to mentally classify each item unter the blanket hading “Early Russian 
Icon Painting”. 

The nature of icon painting cannot be reduced to a simple characteristic feature—to the 
cult purpose of the icon, to style, to the world outlook it may reflect, or the technique 
of execution, Which continued even when icon painting was dying out. The moral, 
poetic and ethical characteristics of early Russian icon painting found their expression 
in formal features—above all in colour. At times it was impossible to decide what 
depended on what. The forms and colours employed in an icon are of great spiritual 
force. On the other hand, the religious and philosophical ideas of icon painting were 
impossible to express in any other way than in the icon painting style. All this deter- 
mines the structural characteristics of icon painting, which distinguish it from easel 
painting of the post-Renaissance period, from Gothic stained-glass windows, from 
ancient Greek vase painting and Persian miniatures. 

Early Russian icon painting, only an infinitesimal part of which has reached us after 
all the wars, fires and destruction, was created by the devoted labour and creative 
endeavour of Russian craftsmen. Above all it was inspired creative endeavour. Only 
recently the early Russian icon painters were looked upon as mere handicraftsmen who 
obediently carried out the will of the Church authorities and their all-powerful patrons. 
They were, however, true artists. 

The British art critic, Roger Fry, expressed admiration for what he imagined to be the 
icon painters” freedom from having to depict anything. He underestimated the repre- 
sentational side of icon painting, but early Russian painters did, in fact, have enough 
creative freedom to enable us to recognise them as true artists. 

Their creative endeavour, however, was of a special kind. There existed traditions and 
it was customary to obedy them. There existed iconograpbhical canons which reflected 
the collective will and ideals of many generations, and these were handed down from 
century to century. Canonic types served as a point of departure. The artistry lay in 
their interpretation. Each artist, like the singer of folk legends, told his legend in his 
own way, adding to it something of his own, embroidering the canvas with patterns 
of his own invention. Even where painters abided by the canons all that was needed 
was a small deviation to give the theme a new meaning, new interpretation. The art of 
the icon painter is to a great degree the art of nuance. The paraphrases of old masters 
done by Van Gogh and Picasso, help one appreciate the value of what was created 
by the early Russian icon painters. 

In the Novgorodian Raising of Lazarus the enormous figure of Lazarus is stressed 
above the others; in his deathly pallor he is in contrast to the others, and he dominates 
them. There is something supernatural in the scene. The painter from Kashin abides 
by the traditional grouping of the figures, and Lazarus remains one of the group. 
Among the predominant emerald and other greens only the bright red garments of 
one of the witnessing group stands out. This decorative effect diverts attention from 
the drama of the scene. In the later Novgorodian icon on the same theme from the 
Kirillov Monaster the figure of Christ merges with the witnessing group, and his 
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BO3OCHTEI NPOPOK, 5 OCTIBIOM HPOPOK EBA OTOPBAZIEA OF 3eMAt, 07 VMEnxa. 
Enwcea. leul. ropox —3T0 KaK Gu CTy1€t ET0 BOCXO Aneta. 

B aayx Goaee nosașuex vconax isa na Koecnnue sakmiosei 8 orneraiă neGecnuit 
*pyr, ero penux Exmceii TIIETIIO nuTaerea YIepKAT» ero sa Manrriuo. Ho n Oanoii 
1mcorie Tell Pe3xO IPOTIIBOCTOAT 3TOMY KPACHIOMy EPYTy, 4EA0BEK IIAXOZBITEA D Oro- 
nenuroii uyerore, B Apyroii — ropui BOxprirui TPabavit, KDYE, KOAECO KOnocHtni 
n moza MOI YKPaLachit OpHAMENTOM. ITI CMAMBEICA KOHTPACT MEZIY RyETIA- 
cit ua semne 1 GaaikencTBoM Ha meBe. Vona PaCCa3riBaeT Fe O TILETHOCTIL M6/10- 
esec yeni, a 06 anoeose npopoxa. Oua Gonee mpaza N Hapauvta. 

Tlne “mosie HKOHSI apvanrena Musa Bemoniteiel nos no Oxuoă npopucn, 
Kaunecaa xpacusa CBI 3BONKINI KPackaM, Purypa nou enusaereA Go ener- 
nui GonoM, Temo-eutui XIrToR Beinazasr 13 TOI caer no rama. Sipocnanetii 
aparea (epair1Ca» ayuule ia OCR, EFO TeMiste KPuiă COOTBETCTBIOT TEMHOMY 
xuarony, burypa npouanonur Goiiee eiierseunoe, My3ceczBennoe Bnevar ere. 

B aoy rruitulX MROHaX IeopTită BOTH Bce cueris ero My%errsecTaa Benone 
no oanomy o5pazury, 10 Onoft npopueit. BiutiM0, Xy noxe copeasona met, Apyr. 
e apyrom, ax iranvsrierine macrepa Bospoternaa, Onna 3 1ntX Crpestrea x Soxtw- 
căi OT4erauBocrK POPM, ÎMIYPei Y Her 4e1K0 Oepiciiii, BEC IPe/IMETIIO n OCH- 
ae0, make vepeoBauine nziion, B ero pacesaze Gone paceyzo%uiocru. JUpyraii 
Xyoauix Gun Menee ucEycen, HO TOivure “ypcrBosari user. Packaneunutii Merazut- 
mecruli Gl — Opy7Mte nuITOR CBATOTO — TOPIT y Hero apinnt XapoM, ro KeiiMo 
uoeir Gonee eRaovnuii xapatrep, 

«Powiecreo Xpuerono» imonocraca Bnarosenleucoro coBopa i «Pozneorso» 13 
3senaropoaa TAXXE BOEXOAAT X OA0My nepenoy. B nepot, Goaee patiici mot, 
ocoeuo Kpacusa ruGss urypa 3anyvnoit Boromaepit. Bee (purypst e rpynnbt 
HeCOAKO pasoBulensi, MEXKAy MAMI MOTO MyETOT, KOMIIOAML HEMIOTO CKOBali- 
naa. B 3BERMIOPOACLOIĂ IOHe (PATYPl COCTABIAIOT HTo 1epa3 e inoc, PTMuio 
sanozaa Hole, RORTyPA IX BEPEreRaIOT Oa 8 APyrOĂ, 1 OAit (Hurypa Ie BHICtTEA, 
BCE CKONAIOTEA APYF HIcpen pyrOM. COOTBEICTBENHE 3TOMy N EXIHEIE PACII 
oGvenitenul HPI NOMONU FOAyGuix npoGenos. TOTO AOETATOANO, 11005 B HROHE 
Bocropxeeraona 1yx panocmoii nacroparut. B cyuocri, oa Gonee pyGneneas 
110 19%y, 4eM AKON 13 KpEMesexOro coGopa, 


VroGiu BoliTH B Xy1OXECTBEil MP IONII, COBPEMENIOMY Me nOREKy HeoGxorttMo 
ePantarTeuilt Venise io pawirri n ceBe cnocoBnocT? Buusare 8 Meavaii- 
me OTCTyruneru OT KANtOI, 3 Teava MOALE 

B nocranoniteuitA CTor sasa FOBOPKTEA 0 TOM, TO WSONONICIIy nautteăr Gui, 
«eanpeltry, KPOTKY, GiaroroBeiiy, e NPailO0By, HE CMEXOTBOPUY. ie Coapintay, 
e sanucruBy, He rpaGeiury, ne yOnluyy. Ho, Bnumo, rnanuoe, sa 07 vero, 
“7peGonazu, — 310 roGv sero Cosauzsă ne npOAB-Iiract CAMOGTONITEAI OCT 4caM0- 
Mtitneitlev. TO CUBA 201 WE EZMHCTBENIOE CMAETEAECTBO O TOM, 410 OH/tta 
n rpeGonarm 01 WKOHOWCUZ Atozut 7070 BpeMeti. [10 310 HMKAk Het Cezar 
XEPaKrEPIICTIOR TOTO, 4eM pyeckite sOHonucuei Guma camom nene. Oaie îe- 
combietito: 1% CATANA Moni BiCOXOrO HpaBETBettOr ureaza. V acăcanirensito, 
Caut naMATURI VKOHORMCN TAKOBSI, TO ux MOFni coana Too mos Gorazoii 
yxonnoii arm 4 Gontauoii ayum, ne OGRarersiio co6mio asume uepolitie 06- 
Pret, no ray60x0 GeAaetneie 5 MEIAHHOI IPABANBOCTIL TOTO, 70 Drt Boala 
EBOHM HCyECTBOM, Onu, Npenaruie CBOIM ŞDEX IM, HeCOM)ieBatontuteca n YAE 
MARA He PABMOAYUINLE X TOM, 40 BuIXOAMILO M3 HX PYK. 

Tay6oxas %e0BeuH0CTĂ APesiiepyecKoli MONBI He TOA6K0 B TOM, vro Gotiuimncrao 
„x nocnaunee oGpaty npexpacioro, Boauuutenioro, venonera nm Goronenonexa. 
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arresting gesture loses force. The figure of Lazarus is one of the crowd. The whole icon 
expresses the agitation of the people, amidst restlessly depicted clifis and architectural 
details. 

The Prophet Elijah and the Fiery Chariot icons provide equally striking examples of 
free, creative interpretation of the prototype. In the icon from Pskov it is only the red 
cloud and red horses that indicate the heavenly spheres to which the Prophet is ascending. 
As for the rest, the Prophet has scarcely left the ground and his pupil Elisha, and the 
hills are only the steps leading to his ascension. 

In two later icons the Prophet Elijah and the chariot are set within a fiery heavenly 
circle, and Elisha makes vain attempts to hold him back, seizing him by the mantle. 
But in one of the icons the two figures are directly contrasted to this fiery red circle, 
and man is depicted in a void. 

In the other the hills in the background are covered with grass, and the wheel of the 
chariot and the borders of the icon are decorated with an ornamental pattern, Which 
obliterates the contrast between the wilderness on earth and heavenly bliss. The icon 
tells not of the vanity of human efforts, but of the apotheosis of the Prophet. This 
icon is more colourful and festive. 

Two Archangel Michael icons from the Deesis Ranges follow virtually the same sten- 
cilled pattern. The one from Kashin is very beautiful with its resonant colours, the 
figure of the Archangel almost merging with the light background, and only the dark 
blue chiton contrasting with the light gamut of colours. In the Yaroslavl icon the 
Archangel stands out better. His dark wings harmonise with the dark chiton, and the 
figure leaves a much more effective and masculine impression. 

The two icons of Sr George with Scenes from His Life have all the scenes of his martyr- 
dom executed after the same pattern, the same example. Evidently the painters vied 
with one another iri the manner of the Italian masters of the Renaissance. 

One strove after greater clarity of form, and consequently his figures are clear-cut, every- 
thing is material and tangible, even the sequence of his planes. There is more rationality 
in his narrative. The other painter was less skillful but had a finer colour sense. The 
red-hot metal bull—an instrument used for the torture of the saint—presents a hot, 
glowing patch of colour. This border scene has an almost fairy-tale quality. 

The Nativity of Christ from the iconostasis in the Annunciation Cathedral of the Moscow 
Kremlin and another Narivity from Zvenigorod are also derived from the same original. 
The first, an earlier icon, shows a very beautiful figure, the reclining, thoughtful Virgin. 
The other figures and groups are depicted separately, there are many empty spaces be- 
tween them, and the composition is somewhat constrained. In the icon from Zvenigo- 
rod the figures present an integral whole, they fill the field rhythmically, their contours 
flow from one to another, there is not a single figure that towers over the others, they 
all pay homage. Consonant with this, the colours are united with the aid of light blue 
highlighting. This is suficient to give the icon the spirit of a joyous pastorale. In essence 
it is closer to the spirit of Rublev than the icon from the Kremlin cathedral. 


III 


For modern man to enter the artistic world of the icon he needs to develop within 
himself the ability to perceive the most minute of deviations from canons, the finest 
nuances, by means of a comparative study of icons. 

The decisions of the Council of the Hundred Chapters decreed that the icon painter 
should be “meek, mild, pious, not given to idle talk or to laughter, not quarrelsome 
or envious, not a thief or a murderer”. But evidently the main demand was that the 
painter must show no independence, no “thinking for himself” in what he painted. 
This, perhaps, is the only testimony of what was expected and demanded of the icon 
painter by his contemporaries. However, this cannot be regarded as a characteristic 
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xoBioli rpesnoeruto ya». HKOMB HpORISIIYTII Tay6OROII VBEKACHROETIO, MMeroii 
epoli, Ho ora HE DEPEXOAAT B (PANATIEIECKYIO CTpacTitocT. 

B apeBnepyeeRoit WKONORIICH BApa3u10ct CTPEMnCuN? MEnoBeRa BeTart Haz casa 
coboli, noznsriea B ropuute cbephi, 10 3T0 ie HPIRozitT Er * mpe3pennto % noi, 
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KOM 10aT0, OCTAIABAMBATICA Ha TOPECTIX 4€AOBEMECROTO CylaleeThoarm, ua. 80%. 
Mesa Goeeraa n Ha KOSu4x mesnoxa. EMY ieanaxoMo Bano TOMNTEIII10€ pun 
cpezeneRonoro wenoBexă wyscT30 Tpexosmocri esocii pnpoz n cnocii oGpese- 
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ame na casty1o Tponuuy noGexzasca erpax Henanueruoii post Mpa cerov. dr 
enona Nero Orioneiue e TOxbto £ aaMerarroii noile PyGeBa, 10 n Ko pceit 
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Ponari» TEXT, AO e CNOCOGHI4% ETO AETOAKOBAT, — ŞT OKONBiiulĂ nyT & MEAyECTBy, 
ÎIyxonniii Mp WEnOBEKA, COSMABUIETO PYCEKȚIO MRONY, B MBCCTIIOĂ MEpE ca. 
aiica n ee ODpasax, B caN APERUAX VKO2X, 8 BOOOKID IOHOUIAX A ACHAX CK30- 
aur arirtuaa AoBecro, msnecxaa Kpacora. B XII BeRe 3 koy NpOHMRACT ni- 
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of what Russian icon painters in reality were. One thing is beyond doubt—they were 
considered people of high moral ideals. 

The icon paintings which have survived to our day in fact show that only people 
with a rich inner life and considerable intelect could create them-—not necessarily 
obeying all Church customs but deeply convinced of the profound truth of what they 
were proclaiming through their art. People with a selfless devotion to their convictions, 
with no doubts about what they were doing, and certainly not in the least indiferent 
to what they were producing. 

The profound humanity of early Russian painting lies not only in the fact that the 
majority of them were devoted to depicting the image of a fine human being with lofty 
ideals, God in human likeness. It can be seen in the fact that everything that is depicted 
is within the bounds of man's knowledge, feelings and emotions, and has come through 
the cleansing fire of the sensitive human soul; everything is coloured with human 
sympathy. There is one precious characteristic feature of icons which strikes the eye 
of the foreigner immediately. It can be summed up in Gogol's words: “They have 
no inordinate rapturousness or exaltation, but are dominated by a calm force... It is 
an unusual Iyricism born of supreme sobriety of mind”. Icons are imbued with a pro- 
found conviction, a pure faith, but this never develops into a fanatical passion and 
does not lead to loss of a sense of proportion. 

Early Russian icon painting expressed man's striving to rise to higher things, to ascend 
to lofty spheres, but this striving did not lead him to despise the mortal flesh, to fight 
against it as did oriental ascetics. In his striving after things lofty he did not lose the 
ability to consider the world in a kindly, sympathetic way, to enjoy seeing galloping 
horses, shepherds with their flocks—in short, all the creatures of the earth. 

'The moral make-up of the creators of early Russian icon painting is reflected in their 
attitude not only towards the virtues but also towards the vices and everything that 
brings man suffering. The artists of old inherited from Greek antiquity the idea of the 
inevitability of human suftering and tragedy, a prototype of which was the Passion of 
Christ. But unlike their Western contemporaries they are not inclined to dwell too long 
on the sufterings in man's existence, on divine retribution and the tricks of the Devil. 
The painter of old did not have the sense of original sin and his own damnation that 
so troubled medieval man. In this respect he was more of a pagan than his Byzantine 
teachers. That is why he succeeded in overcoming all that was gloomy and forbidding 
in the Christian legend. The life of Christ, as he understood it, like the life of any pious, 
saintly person, was a festival, a splendid thing, the final victory of good and love over 
cruelty and evil. 

On one thirteenth-fourteenth century icon of the Virgin (Tretyakov Gallery) the owner 
wrote a whole prayer for the preservation of the lives of the Prince and the Arch- 
bishop and delivery from invasion by aliens. Some authors used to consider that every 
early icon was comparable to a pious prayer. At any rate in the period when icon paint- 
ing achieved its height this was not a prayer evoked by suflering, not a plea for help 
at a moment of despair. It was a glorious paean to superior forces, the joyous assertion 
of all living things, born of a conviction of the inevitability of the triumph of justice, 
a presentiment of the happiness mankind deserved. 

A Life ot St Sergius tells of how he built the Trinity Cathedral “that he might vanquish 
the fear of the hateful strife existing in this world by contemplation of the Holy 
Trinity”. These words apply not only to the famous icon of Rublev but to early 
Russian icon painting in its entirety. The most wonderful icons were created not only 
to be worshipped, not so much in expectation of aid and healing, but so that man, 
as he looked at them and their beauty, could find solace, joy and concord with the 
world. In its essence the icon is not a sermon, not an exhortation clothed in colour. 
Its moral and educational power is brought into action when people, as they gaze 
at it, give themselves to artistic contemplation. 

Modern man has progressed very far in outlook from the people of Ancient Rus. But 
in one way they had something he could learn—the ability to contemplate a work 
of art, to live, to feel as one with it. Purely factual information about when, where 
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41. B3PAcr NPAMBIM, OTKPHITIIM B3LIWa0, B HapOAHBIX MpENCTaanertX — 370 106- 

80 ot plii, OCTYmnwi NPaseiuak n HOMOUNAK CTPaXIyutiM. Deoijana ciona Crane, 
ranșrs k ayuzennoii caownocru. Ho Py6ea 8 caoeu Crace, n Tlasne, ocoGeuuo 

30:32. CBONX AUIFETGCKIX AMREX HALE3I Ty AOGPOTY, HEHOCTĂ: 1 XPYIKOCTE, Mori 16: 
seminy1o nosnuiuletarocri, koTopaa a Pyeu Gta npnuaa rpezieaom CoBepuiencraa, 
Cneayer cute Benoit» la 5 HOBIOPOACKIIX WXOHaX, MOST Bcer a Oteut Exep. 
"xaue 10 BipaxeNI0, COCPEnOTo%emBie, nopaarenuie csocii vrusecxofi cun. 
U naprry c 3TiM Bo TICOBE 5 oua Aula F96OKO BAHONMOBANItIIe, Tpeonuuie, 
nosxynaloue caocii uepenocrsio. VI, Haxoet, y JWionucua n ero uxohax e ao. 

150. Gpaxermem Murponomaron Tlerpa n Axekea "6a0ser AocTiraer Toi orpemen 
MocTA, Toro MOTPYAEUALA B CO3CPIrate, KOTOPEIE MONTA. KAK BHIPaXErte camoiă 
nosnsucrnoii upascrweunofi vucroru npavenrua. B XVI sexe npocuinaerca utirepec. 
X Xapaxrepnomy. VUIAROBCKIE «Ciiacuby XOTA W IIMCA-1Ci NO 4II16TEKOMY YMBICAy),, 
HO MIO TO TOBOPAT CEPALty M610BeRa, 
Ec uxoiy He%l;38 FA3BATP OKHOM B Pea.einli Mp, 7 ee Ha3uIBaI0T ORIIOM 5 dp. 
HoTyETOPoniniă, Omiâso 8 3T0M MPOTUBONECTABIAIINI CAMUIROM BHIETYaeT Kali- 
„roekiii myaanram. Mexy TE% APEepyccKAA MOOTICI CTpevutace, Mars, npen 
eramneuie 060 BceM MupE B UEIIOM, We TOAHOE ETO B0cnpoNABEAerate, a BEero uni, 
nonoBne. Kak noxarai MsicruiTenu TOTO BpeMenit, A0CTaT0%10 zar On Nanyio, 
sacre, vroGus mo neii cocrasirrs cee npeneranneine o uenou. Her ocuosainii cnu- 
TaTb, NTO ApeBniepyeeRie MACTEpA P&CCMATPBAzIt CBOE HEKYCETDO BEErO tt Ka 
noa nooGpaxeima. HaoGopor, or Gt FAy60x0 YBEpEnH î TOM, 170 MEXYCCTBA, 
aer HO3MOKHOCTI HPOWARAJTI B WETIUIyIO HIPAB/Iy, EOCHYTVCA OCeAHIX raliu 
Gurmta, n un Gui no-CBOEMy Hpasti. Pyecsnii venonex Gia 7orna YKe ar060- 
aaTeneh, CEPEMILICA AO3NATCA BCETo, AONEKAT6CA kopiiei. Î7y norpebnocre om. 
nersopauna Tora ie Haya, XA 8 HOB0e pent, 3 Mahu, erei, crasauta, 103013 
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Mepapkrteckn Mecena, MPANIA-IBHOCTE, CTEPA3ICBAA Oc, EAOCTHOCTI, CONON- 
"MieHIkOCT» MACTCii —— BOT NTO Ipirăiasaoct OCHOBGIĂ MupOoro, nopazKa, 5 ves 
aer CPeAeTso npeooneruta X40ca n imi. 310 npeneranermte vatnro ce6e nui- 
Paxenite n caMOII CTPYKTYPe KAIOĂ mot. Xpueriacătii XPau MoIenanca Ka 
nonoGut Mpă, KOCMOCA, a Kyo — heGocaoza. COOTBETCTBENMO 3TOMy era a 
He KIXAAS ROLA NOHIMANICE KAK NONOGe XPaMA 1 BMECTE € TEM KAX MORE 
ocmoca. CoBpeMetiitii veoneR He IPAiMae7 „1peBrIepyCCEOrO, KOCMOCA, 17 Hero, 
310 BcEro MU XENGEMOE, BHITABAEMOE 33 Cyiee, KAX MD ApEnstX AO-CORPATRROB 
n muparapeiiuea. Ho și ero e MOryT He nea OPOREIARUIE 31 BO33peue 
oz ROTIIEEKOrO TBOputcToa: Be7:aii KOGHIWeCRĂ MOPA-IOR, TOPKECTBY1Ownuii 
an Cu MPaitOro xaoca, 
B Mape APeniepyeCKOÎi WKONHI MEOBEMECKOE Hasain0 HMSET OrPOMAOE swaerare. 
Tipasaa, ranutsit npeamer uxoHoTwieu — 310 Goxecrao. Xpueruanexvii Owen 
MespaMO M HENOTIKILMO Bcerza npueyrerayer a none, Ormtaxo Goxecrno pacxpoi- 
aere 10704 BOROTuBuniea, Ovenoperuotmea. Xpueroc n Boromarepb — 310 
Boansiuieitiie Meitoscsecsue oOpsbi. OGIABO Oi He NPeBOCXORAT Sen0Bexa no 
esenta paMepaM. 3aKOH pasnoronoBnA, ioxeipaztta — Bepronruii saxon npeniie- 
pycexoli WROKOTICH. CMEPTirue ME MpOTUBOCTOT CATBIM, K2K Hr MEN BeMMRana3t. 
B Mupe MKORBI 4€N0BEX Ie MVACTRyET CeÂA NOTepaliiiiM, KaK BocTomMe APxaTui 
n GearpasutunsiX Hpocropax apeanecnraiienoro netiaa:ra. tlenonex 5 uouocrace ia- 
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and who created works of art, under What influence and what influence they themselves 
exerted cannot open up to modern man the world of ancient icon painting. The path 
of the erudite who are able to quote authorities but are incapable of interpreting them 
is a devious one in art. 

The spiritual world of the creators of Russian icons to a certain degree influenced the 
representation of man in icon painting. In the oldest icons, in the beautiful-eyed youths 
and women there is a reflection of the valour so esteemed in Greek antiquity, a pagan 
beauty. During the twelfth century an expression of agonising duality—the ideal 
of holiness—penetrates the icon; it is depicted as intensity of will, a sidelong glance, 
a stern and melancholy gaze. In the purely Russian icons St Nicholas contemplates 
the viewer with a direct, frank gaze. According to popular ideas, St Nicholas was 
a kindly, saintly man quite accessible to all, ever ready to help all suftering people. 
Theophanes the Greek was inclined towards the representation of spiritual complexity. 
But Rublev in his Saviour and his St Paul, and even more in his angels, was able to find 
the kindliness, gentleness, frailty and almost unearthly loftiness which were the recog- 
nised acme of perfection in Rus. The faces in Novgorodian icons should also be men- 
tioned—they are almost always restrained in expression, with an intent look and 
a striking ethical strength. Furthermore, the faces in Pskov icons look profoundly 
stirred and anxious and have a winning sincerity. Finally, in Dionysius' icons of 
St Peter and St Alexius, man achieves that degree of remoteness, that immersion 
in contemplation which was looked upon as an expression of the most elevated moral 
purity a pious man could achieve. In the sixteenth century an interest in individual 
characterisation appeared. But Ushakov's icons of the Saviour, though they were 
painted “in a flesh and blood conception” say little to the heart of man. 

While the icon cannot be termed a window onto the real world, it is often called the 
window opened onto the other world. However, in this juxtaposition Kant's dualism 
comes too much to the fore. Early Russian icon painting aimed to give man an idea 
of the world as a whole—not as a precise picture but as a likeness. In the words of the 
thinkers of that time it was enough to supply a minor part for the man to be able 
to acquire a conception of the whole. There is no reason to consider that ancient 
painters looked upon their art as only the fruit of their imagination—on the contrary, 
they were deeply convinced that art enabled one to penetrate to the truth, to touch 
upon the supreme mystery of life, and in their own way they were right. The Russian 
has always been inquisitive, has always tried to get to the root, to the core of 
everything. This need was satisfied then not by science as in later times, but by myths, 
legends, poetry and art. Such popular legends as The Dove Book or The Conversations 
of the Three Church Fathers give us an idea of the passionate need of people in those 
days to learn about the order prevailing in the world. 

The hierarchal ladder, the pyramid, the pivot, the integrity and the subjugation of 
parts—that was what was considered the basis of world order, and the means by Which 
to overcome chaos and darkness. This idea found its expression in the compositional 
structure of every icon. The Christian Church was likened to the world, to the cosmos, 
while the dome was the sky. Accordingly, almost every icon was looked upon as 
a likeness of a church, the model of the cosmos. Modern man does not accept the early 
Russian cosmos, for him it is only wishful thinking, like the world seen by ancient 
scholars before Socrates and Pythagoras, but even he cannot help being enchanted by 
the harmonious cosmic order triumphing over the forces of dark chaos, brought about 
by the poetic expression of these ideas. 

In the world of early Russian icons the human element was of great importance. True, 
the main subject of icon painting was the deity. The Christian Olympus, though invisible 
and incomprehensible, is ever-present in the icon. However, the deity is revealed to 
the people incarnate, embodied in human form. Christ and the Virgin are ennobled 
human images. They do not usually surpass man in their dimensions. The law of 
isocephaly was the supreme law in early Russian icon painting. Mortals are not 
contrasted to saints, like pigmies contrasted to giants. In the world of the icon man 
does not feel himself lost as do the Buddhist sages in the boundless spaces of early 
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Chinese landscape painting. Man as represented in the iconostasis is able to find his 
place in the heavenly hierarchy and constitutes part of the world order, thus asserting 
his dignity. 

Early Russian icon painting was not limited to general ideas of the world. It embodied 
them through the portrayal of events from the lives of Christ, the Virgin and the Saints. 
Striving to penetrate to the very foundation, it chose, of the numerous and varied 
motifs, the most constant, stable and universally significant ones. Examples are the 
scenes depicting the birth of a saint, showing the exultant, reclining mother; the scenes 
of his being led to his tutor; the solemn scenes of the ordainment; events from his life, 
devoted to doing good to others, and then the final scenes of the dormition and 
entombment, in which the saint's extended figure acquires final peace. All these are 
represented in icons not only graphically but also with great significance. Every pose, 
every posture of the saint, his gaze and his restrained gestures help to reveal the soul 
within. 

Among the various traditional themes of early icon painting there were several partic- 
ular favourites, which seem to express the innermost hopes of the people. This is the 
image of the Virgin and Child, enthroned, against the background of a multidomed 
church, and surrounded by an assembly of the people glorifying and exalting them — 
“In Thee Rejoiceth”. Another theme of purely Russian origin is the representation of 
the Virgin interceding on behalf of the people, and spreading her veil over them. Thus, 
in one case we have exultant mankind hailing the Virgin, and in the other mankind 
turning to the Virgin in search of help and protection. The two subjects come close 
to one another and the common features are stressed. These icons may be called con- 
vocational, as they depict convocations of many people of various ranks and worth, 
representing the whole of mankind. These icons may also be called choral, because 
their multi-range compositions seem to express the harmony of the voices of the early 
Russian chant. It is an interesting fact that certain other subjects, for example, the 
Dormition of the Virgin and even the Crucifixion are given certain features, which 
bring them close to choral icons and make them representations of joyous intercession 
and glorification. 

Of the themes and motifs which were especially dear to the hearts of the people in 
Ancient Rus, the Rublev type of the Old Testament Trinity should be mentioned. 
The three figures, united in sympathy, present a rounded group. Rublev expressed 
this state with extreme conviction and charming delicacy. Reproductions of his com- 
position and free variations on the theme are constantly being encountered in Russian 
icons, especially those by Dionysius. 

Early Russian icon painting is a symbolic art. This opinion is widely held. However 
not everyone agrees on how to understand the symbolism. Usually it is a matter of 
symbolic themes and motifs, in which one or another conception of religious teaching 
is conveyed in conventionally represented figures or objects. For example, a female 
figure on a winged throne symbolises Sophia the Divine Wisdom; a skeleton with 
a scythe riding a beast symbolises death; a candle burning by a deathbed is a symbol 
of the human soul; while a cup is the symbol of sacrifice, and so on. But these are 
allegories rather than symbols, conventional signs used to convey certain conceptions 
arising outside the scope of artistic endeavour. 

The symbolism of the icon has a much broader foundation and not only concerns 
individual motifs, but embraces the entire icon. It is founded on the philosophy of late 
antiquity (Pseudo-Dionysius the Areopagite), the idea that absolutely everything in the 
world is only covering which obscures the true meaning, the kernel. Such an under- 
standing was highly fruitful for art, as it assured the artist that in the portrayal of any 
object he could give an idea of many other things, and what was important, of the 
world as a whole. 

To the eyes of a casual observer the world of the icon is limited, unsophisticated, even 
naive. Each one understands it to the measure of his intellectual abilities. Some notice 
only the legendary themes, the iconography, while others delve into the theological 
implications; others go even further and perceive beyond what is represented the 
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artist's idea of the world and whole of mankind. A work of art thus acquires several 
meanings, and its structure is shown to be many-layered. This makes the perception 
and interpretation of the icon difficult, but at the same time enriches its meaning. 
Not infrequently there is an admixture of some abstract theological profundity, but 
there is actually less of this in purely Russian icons than in Gothic stained-glass 
windows. The secondary meaning was not added deliberately but arose by itslef. It is 
very volatile and elusive; it is often difficult to put into words, but this does not dimi- 
nish its role, and its very elusiveness gives it liveliness, profundity and, ar times, 
a quality of infinity. This remarkable feature of the symbolism of early Russian icon 
painting shows that it is born of art, and embraces both the theme and the artistic 
expression, and at times is evoked by the very form of expression. 

Angels are widely represented in icon painting; subordinated to a strict hierarchy in 
Orthodox dogma, they play an important role in the Christian legend. This is their 
direct literal sense. In appearance they are slim, winged, sexless beings. But the impor- 
tance of the angels goes beyond that. They appear as the guardians, the helpers of man, 
and serve as agents between God and man; they surround the throne of Christ 
Pantocrator beside the other interceders on behalf of mankind; they sing on earth 
over the bodies of the innocent martyrs Boris and Gleb; they save man When the world's 
last hour comes. They are winged creatures, but usually they walk the ground. They 
are an impossible combination of feminine grace, the agility of a young man and, at 
times, military valour. The task of representing an angel, which confronted the artist in 
Ancient Rus, was to depict it in such a way that the wings behind its shoulders comprised 
an integral part of its appearance. The wings may be hidden behind the angel's shoulders 
or raised in a mighty sweep on either side, as if in a hint at readiness to fly towards the 
sky. A favourite figure in early icon painting is the circle, basically the ancient solar sign, 
a magic circle, the symbol of heaven, of divinity. Marcilio Ficino testifies that the 
painters of the Renaissance preferred the circle to all other forms. It was even more 
revered in early Russian icon painting. But in various cases it played different roles. 
In the Prophet Elijah and the Fiery Chariot the red circle represents the higher range 
of heaven attained by the Prophet, but so far inaccessible to his pupil. The circle is 
present in the O/d Testament Trinity like a mysterious melody, like sought-after per- 
fection, like a frame within which the supple bodies of the angels form a wWreath. 
In the icon of Sr George with Scenes from His Life the wheel on which the body of the 
saint is tortured is also a circle, and because of it the sufferings of the martyr are 
transformed and made beautiful. In the Sr George and the Dragon from the Ostroukhov 
collection the sweep of the horse's neck and the body of the saint form a semi-cirele 
as does the solar disc of the shield, so that the swift movement of the rider attains a 
rounded form. A circle can also be seen in a later border scene from the icon of SS 
Peter and Paul with Scenes from Their Lives. 

Not only do separate motifs and figures have the meaning of symbols in icons. Every 
icon, beside being a representation of a certain legendary event or personage, also has 
a certain implication in which its true meaning is revealed. In the icon “In Thee Rojoiceth” 
from the Dormition Cathedral, the Virgin and the Child are set in a circle, and over 
them are the semi-circular gables of the church and hosts of people and the angels 
forming a wreath—another circle. The circle seems to rest on the group of the inter- 
ceding, and the angels form a frame for it. The very structure of the icon reveals its 
meaning—eternal glory to the Virgin and blessed existence for ever and ever. 

In the sixteenth century /ntercession we see the Virgin flanked by an assembly of the 
saints. But the structure of the icon is different, it expresses not the attainment of 
harmony and bliss, but a passionate upsurge of supplication. Everything here strains 
towards heaven—the multitiered church, the slim columns, and the figures of the 
people; everything is in movement, everything is attaining upwards, taking off, every- 
thing is rising wave-like towards the multitiered kokoshniks of the roof. Everything is 
steeped in religious passion, like the angelic voices which rise to the very vaults, 
there to die. The organic forms are extended as if by some mysterious force. The main 
point of this icon is not its well-known traditional subject but what its highly gifted 
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Mon 3TOTO HE WPOMCXOZIT: Can WKONH, KAK XHBEIE CYIIECTBA, DIOKHZAIOT BON 
Mecra ua OBOpasnsatorea 5 APyryio cropony. Hocub Bononsuli a «Tlocnanuu 
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B reuni 1 1peBuepyeCKMe WROHHI HAXORST BPAOT ua Crerax Myieitnx aan, Ho 
ne cnenyer 346wmari, NTO cint cosanaztev 1 mia Oro. Onit noxe Grim npe- 
Guimari Ta, ate XM 1 AeNCTBOHaLA MEHOBEK — B KPACHOM Yy W36hi, Ha Rpuao- 
PoxtIoM CIDAGE, BICICTEER HA BOWICROĂĂ paTBIo, Bticryasonieii 8 nOxoAI. Pasyme- 
eren, Gombuie Beero x Gino BHyTPH XpAMON. TAM Oi COCTABAANN HENpEMERIYIO 
npunaa.reKHOCTI K2EO eso CBepluiaeMOTO Hepkoanoro oGpara. 

Kaprimia npirimana SAXBTIT» BHuMalte OTAENGIOTO Meonesa 1 NornoTitri ero. 
pure nepea Kaprimoii npennorurraer Guri ogm, EMy Meutacr Apyri spre. 
B WxOROTICI BCE COBCEW H10-2PYrOMy. HOL OGPAULIAIOTCE e K OAUIOMy MEIOBEKY, 
a K eooGutecray ionel, A COOTBeTETBeI10 3TOMy O CaMtit CBpaay107 COOBHIECTBC; 
erpolhisii XOP e TEpAa 8 3averut OT COCEnCTBA C/LPyTUNIE it, HaoGOpOT, BHIATPIBaA 
Or uero. Bulpa:KEHNEM TABOTO NOW XuBONMCOTO ancaBina aaaserea Opeeue- 
pvecrară urormoemae. 

Ero opiu 1 NePBule HONLITE OCYuICETBAETAA ETO 5 HeGO-uIOM MacuiraGe MOXKIO 
vaita ye » Batran 1 ua BlkaHaX, HexoTople 31eMeNTHI HKOROCTACA MOXHO 
yemorpere a Monyuenrazsioii xuBonucu, 5 soGpaenura Crpauinoro cyua, BOro- 
CHoBcxoii OEHOBOĂĂ HONOCTACHOTO Aia € (MT YPOĂ BCENEPXITELA 8 NENTPE, K KOTO- 
POMy OGPAIIAIOICA CBATIE, ABAAETCA BEPA B WX NPeACTaTeAseTBO 1Iepen TPOROM 
BCEBsIlIMETO, 3 WX BEHIi0E MOIEie O VAVIOSTII N Monet PEXOR MenonevecTBa. 
Ho e Toni 3pera MCXYCETBa CamuiM r-ranitiM Gu10 70, 470 WOMOCTAC, BO3MAKUINĂĂ 
a Pyeu, mpeucrawiner CoG0Ă uexocrIi0e CTPONHOE EAiicra0. 5 Coana €ro npo- 
AuLIacb XOAIERTILBHAS BONA HaPOAA, 2 TAKXE HEKYCCTEO MILOEIIX MACTEPOB, BRIIONaN 
beodpaua u PyGesa. Tlepnrie Gone WKOHOCTACEI € ÎharypaMu 8 poc? uenoneka 
oracrrca x asany XV sexa, « c 7oli nopsi Hu Oxi apeaniepyeckaii Xpan ue o6o- 
munca Gea nooGioro pexriecrBenoro n npexpacnoro coopyacraia. Morile uxo- 
WOCTAEBI AOUIAM 0 Mac HE IO4IMOCToI0, 5 ge Pa3pOAHeRitlX MO. COBpeMENIIOMy 
3PHTeAo Wpino Manpire BOOGPaese, Out My3elbIX 3aunax Hpeperaanre cebe 
To ue0e, KOTOPoe Ox XOTAa-T0 COCraBnamt 

JIpeoitepycckuii nxOHOCTAC — 310 Oawo 13 nposzennit CuMBonM3Na npeanepycczoii 
mcoormeu. Ero Gyraamuoe 3tanenne — MOxere earrix, OGpauionisoe X Bocce- 
maromiemy ua Tponte Xpuery-ucenepatren:o. Ho nocaonby cyulecraonaan cuc n 
MECT pun € MROAMIL Wa Pasilurkble TEMĂ, pasari CO eueiaM Ha Xt3tn 
Xpiera n Mapuit, 4 HPopovecKIit, & nosHee eule npaoreecKiii — kOnocTac Ipi- 
OGpera rieuute COMA BCEX CBATHIX, BceX HeGecriX 1 Sex CH, KAKOII-TO Lep- 
xoBroii Iutk10 cau, 8 xOTOPON Han Aerennapriu pacceanaxu npeoBiza ranit 06- 
Pasti PA-tocTHoro COcrOntA NpuisaCTuocrii enoneRa X Boso cuane. 

Combo Iu Buxar B GOrOCIOsCEYIO, MOPAIEVIO 1 IPaXIALICXVIO OCHOBY HKO- 
MOCTACa, 5 AVUIEBHHIE HEPEBANI, KOTODELE HALA 3 HEM CEBE BWPAXERIIE, B Me- 
noneveckatii CMBICII 3100 cosmar ApeBHepyeCROIi KY.I5TyPel, BCEro 3700 HeNOCTA- 
Toate a414 TOTO, WrOGsi Ouenure ero 3, Hy BttkIIVTA ENE 870, 10 HRO- 
Hocrac Guta 3aMestrembrtant Xydookeeemeerunse npovsaedenalest 


2 


painter was able to make of that subject. In one icon heaven seems to descend to earth, 
while in the other everything earthly strains to reach heaven. 

Though the icon usually represents a spectacle full of profound meaning, the spectacle 
is not revealed like a view seen through a window. To compare an icon to a window 
is hardly right. Icons were never set in frames like the pictures and altarpieces which 
made them look like windows. Icons only have borders cut of a piece with the panel. 
Because it has no frame the icon has a certain preference over a picture, it exists, 
it lives in the medium in which it is found; it has the reality of an object Which has 
a certain place. In the fantastic stories about pictures miraculously coming alive, the 
personages represented in them are supposed to step out of the canvas and to pass 
through the frame as through a door. In such stories about icons it is otherwise —the 
icons themselves, like living beings, leave their places or turn to face the other way. 
In his Address to the Icon Painter Joseph Volotsky tells artists that they must paint 
saints “like the living beings who might stand next to us”. Icons are not pictures which 
the viewer studies closely. Icons enter the world of man, they accompany him, they 
are present during the church service, they take part in it and, above all, in the solemn 
intercession of everyone as an expression of the brotherhood of man. 


IV 


In our days ancient Russian icons are exhibited on the walls of museums. But one 
should not forget that icons were not painted to be displayed in this way. They were 
supposed to be with man in his daily life—in the place of honour in his log house, 
attached to a pole by the side of a road, to be carried high above the host setting out 
on a campaign. It goes without saying that the majority were placed inside churches. 
There they were a necessity to the daily Church service. 

The aim of a picture is to hold the attention of the individual, to absorb it entirely. 
The viewer prefers to be alone while contemplating it, and another viewer would 
interfere with his pleasure. It is quite the opposite with icon painting. Icons make their 
appeal not to the individual but to a community of people, and accordingly they form 
a community of their own, a harmonious chorus, without losing their importance in 
proximity to other icons; on the contrary, they profit by it. The early Russian iconostasis 
was an expression of such an understanding of a pictorial ensemble. 

Its roots, its first attempts at existence on a small scale stem from Byzantium and 
the Balkans. Certain elements of the iconostasis can be perceived in monumental 
painting, in representations of the Last Judgement. The theoretical basis of the iconos- 
tasis ranges with the figure of Christ Pantocrator in the centre, towards whom the saints 
turn, is belief in their ability to intercede before the throne of God, their eternal praying 
for mercy and forgiveness for the sins of mankind. 

But from the artistic point of view the main thing was the fact that the iconostasis 
evolved in Rus was a harmonious entity. Its creation displayed the collective will of 
the people and the art of many masters, including Theophanes and Rublev. The first 
big iconostases with figures the height of man, date back to the early fifteenth century 
and after that not a single early Russian church was without this beautiful, imposing 
construction. Many iconostases have reached us incomplete, only a few individual 
icons surviving. The modern viewer must strain his imagination to be able to perceive 
in whatis to be found today in museum rooms the integral whole they once represented. 
The Russian iconostasis îs one of manifestations of the symbolism ofearly icon painting. 
Its literal meaning is the intercession of the saints addressed to Christ Pantocrator 
enthroned. But as there existed the Loca/ Range consisting of icons on various themes, 
and the Church Feasts Range with scenes from the lives of Christ and the Virgin, the 
Prophets Range and, later, the Patriarchs Range, the iconostasis attained the impor- 
tance of an assembly of all the saints, of all heavenly and earthly forces, and became 
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B iornortace HpOABIt10 EC6A ABOK0E SPIETC:IH0e BOCHPIATTE AWBOTMCI, tpicy-: 
cc /lpeoneiă Pycu. BirsanTuiiexas iona, FAX 1 SAPTHN. MOBOTO BpeMEtit, pacesi- 
Tana Ha TO, TOBA ce paceMATPusarb Ha TOM PCCTOAHAII, Ha XOTOPOM MOD pac. 
CMOrpers Bci0 €e 1 ce WACTHOCTI. B MKONOETAC CXA3a-1AC%, BOIMOIIIOETI (Ioaxoro, 
Vrei) XMBONEHOro 306 pen: BGmtsn, O7Ry-ta poanta MO apoGHocTin, mpo- 
sueruaoaerea ochopmoit, Gyksanoruit cxaien, Ha păccronnun (a owri ce mroto- 
Craciie WKOMBI Ha 3TO paccATatu) 3TOT CMBACII KA Gt OTCTYIACT a BTOPOA mata 
n BICIyI1aeT 107, KOTOPUIĂ Pa3/144Mt T07K0 Van. ITO KaCaETCA Xa COEDAARIEA 
o6pasa, rax uero (popmarruA OcoBennocreli. Ac Mu CHOBA TA aTBaeMEA € ct 
'ormntecoii npuponoiă ion. 
Vnan auerynaer oGulee, OGutevenoBetecxoe, BuXOAAIIeE 30 HPeerm NEPROBIOĂI 
neretuaa n mormant 3uanete Hoieros. B GIYPaX HEMEyCIoro Ma — 370 He 
TObKO COATUIe, SAKZOTO AI4 KOTOPHIX MOKHO ONOIIATE, HO MPEACTABITEII Bcero, 
MenOBeIECTBa; B 1 TOPKECTBENIAIIX CHLIy9TAX, D MEIVIEHIOM AauKEti, B tx Oaie, 
B GKIOIIENItiIX TONOBAX CCră neuro NooGuoe monezi attrunnioro Xops, B esa. 
TeaCKIEX CUENAX HAI BHICTYNaET 10; 470 Tu (pasti, KaK X HPAnATO Gtano 
nasa, ie coGsiTus, O KOTOPUUX HOBEETOYETCA B 16XETAX, A COCTOAIAII TOpAECTBA 
n canta, ROTOPuiM 3Pirre:ae CTaOBItTCA HPretaeren 
B uxonocracax XV uekt € nauGoauieit CH20I BUIPAINCE 280 e cnaranumeca 
OCOGENOCTII APEBMEpyCCKOĂ Mou — ee SET; CHIVATIOCT, PITMIAROCTD, net 
HOCT3 POP N YpaamoBeuleHHOCTI KPacOsBiX nreii, MEpIO wepeayioruxca. ne- 
Tarontuncă 3 OGnIyi0 KPacoiyro Traue. 3nect CehopMuponaunact, mprinuria Macre- 
Pon cânparar» enou Ayuiese nopubsi n cB0ii usonucumii moMepK c HoTpe0- 
WOCTAM COSTE Apele, PaayIOUIEE COFIACOBAHIOCTEIO CBONX NEMEIITOB. 
B cau € NOABIIEHNEM HROHOCTACA CTPyKTYPa Dtezsinoii MOI Menerea. Rona 
«Teopririb» Veneucero coGopa — 70 €ule UGO CTaHKOBOC. IPON3Bezenute. 
Kpacirasrii son BIaCTHO 304867 O CB0EM HpaRe Ha MERMIOMTE:AIOE. BmutMatite 
spurena. Kak uu spacun u cam no ceGe /Imurpii Coayneuii a Goace nosaneii 
BcKOBEXOII sKONe, HOB0E D 11EM 70, MT0, O%ePeiltii LIHPOKOAJAIIMIM ROHTYPOM, OH 
Z0YeRacT Pa/1OM € coli ApYIVIO MKOHY. IpK0E KUHOBAPHLOE RrTuo ETO RIAA MO- 
RET Madiit C20E 4ONOPyy  TAKOM KE Ie APYTIIX HKOEI IEKOIIOCTACHOTO PAL. 
HeBosmOXno NepeouetiTb 3HAYEHME MOMDETACA 8 Pasii 2peanepycxOII WRObt. 
B CTpyKType OTIEMsIsaX HO MHOFE 1% MEpriă OGHACHMOTEA TeM, 470 37 Moti 
COCTABIIA7II SaCT WONGETACA, IM TEM, %T0 XYAOXHIK B OTACABIOIĂ WKOHe urraulca 
a Gia BOCC03A015 noneBHe BCETO MOROCTACA 5 We0M, ÎIpEXILE BCOFO 3TO RACAETEA 
aPICTERTYPHOCTH ApebiepyecKoli HxONb, Bi sem ee DOAULOE HPenMyIIECTBO nepea 
"cool Bisarrriitenoli. Moz1o, B VACrsocTi, CPanttTe OBTOPOnEKOrE apxanrena 
Mikasula, € ET DTBECHI0 Ha-aIOuAMI CENA KMOBPHOTO ranta, € apxantre- 
20M XUIpeiM. TO, 410 Mac TAK MAPYET  OTAEAtILIX MEONLAX — ACID Teese 
OAsepEa rule Depr, Nprizaronute Na TA%Ș10 YETOIEnBOCTE, — OGACUIETEA 3 
sau npiremnas. Brose, 5 DOHVEMIut (GAKOHOCTAEIOCTAL IRON 4 pacXOXE- 
mt. B HOBTOPOAEROM MB HCKOBCKOM 4POXIIECTBE XPHETOROND, (KOOCTICHOCTI» 
CRasaaeb B HOMEDKIIVTOCTII TOr0 MOMENTA, 410 (urypil BHCATCA, Y4aCTByI07 
D BEXHIOM pENCTOAN C3sTuix nepea TPOHOM acenutinlero. Î A8cHnropoAexoM 
«Powmecrse Xpueronom» won Py6nepa 37TH MePTii BOmIocrblo OTETETyI0T. 
Jaro (amonoeraenocri) HPOxBINETEI 5 TOM, sro GonstunierB0 (ryp, OCOGENHO 
urcati, ENONAErCN IepeA Acinimun 1 nepen Mapueă. B 3T0M D738yk MONITaeNNOĂ 
MOT WRONOCTACA, 
Miorne Apesiepyeckile MOI TPYAnO OGWICIUITE 1 ROIWITI BHE TOFO KONTERCTA, 
3 xorOpoNt Out raxoaumeb. B apocanexon «YMusert BOrOMATEpL Biriazurt 
Bonee enepiasmoii n nenneianoii n sepzirrea Gonce IpAMo, scM 3 npopniuta noii 
penumuxe ororo nepenona. Ho ce uporunyrisi pyxa — 310 ter BOroMaTepu, Croa- 
cil y 1pona Beeepireiia. Oa JacRAe7 CBero cil 1 OAHOBpeMenIIO VIACTayeT 
B IpeaCTOAIUI, Hax0n ee rOnVabi HpoGperaer uTOpoli eMtacn. 
B nocrpoeuut Moi € XATWĂieiAin KHeliMaNIL BOKDYT EDEA, KA, WartpriMEp, 
«Ilerp Murponom» u «Anexeuii Murponozurt» Fronmena uz «lerp n lase 
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a kind of Church encyclopedia in which traditional stories gave way to the image 
of the eternally joyous state of man in eternal glory. 

However deep one goes into the theological, moral, or secular basis of the iconostasis, 
into the spiritual emotions which found their expression here, in the human meaning 
of this creation of early Russian culture, this is not enough for a full understanding 
of its importance. One must also realise that the iconostasis was a magnificent work 
ofart. 

The iconostasis represents the two-way visual perception of painting characteristic 
of Ancient Rus. The Byzantine icon, like post-Renaissance painting, was designed to be 
observed from one distance. With the iconostasis there is the possibility of the “dual 
view” of what is painted: at close range, where all the details are easily observed and 
where the basic and literal meaning is most easily perceived and from a distance 
(practically all the icons of the iconostasis were painted with this in view), when the first 
meaning seems to retreat and become secondary and another becomes obvious, one 
that can be perceived only from a distance. This relates to both the content of the image 
and its formal features. Here we are once again confronted with the symbolic nature 
of the icon. 

When one looks from afar, one sees the general, universal meaning of the themes, 
going beyond the confines of Church legend and dogmas: the figures of the 
Deesis Range are not only the saints, each one of whom is recognisable, but the 
representatives of all mankind. In their solemn silhouettes, their slow move- 
ments, their postures and inclined heads there is something similar to the praying chorus 
of Ancient Greece. The scenes from the New Testament reveal at this distance, that 
these are Church Feasts, as they are usually called; they are not so much events 
described in the Scriptures as states of triumph and glory in which the viewer himself 
participates. 

In fifteenth century iconostases, the characteristic features of early Russian icons, 
which had been formed over many centuries, revealed themselves with profound 
force: clear-cut silhouettes, rhythm and integrity of form, and balance of colour 
patches, alternating regularly and adding to the general colourful fabric. Here was 
developed the custom of icon painters combining their individual preferences and 
painterly manner with the demand for a spectacle which rejoiced the eye with the 
harmony of all its elements. 

With the advent of the iconostasis the structure of the individual icons underwent 
a decisive change. The icon of St George from the Dormition Cathedral is still entirely 
an easel painting. Here a handsome warrier categorically states his right to the viewer's 
exclusive attention. However handsome by himself is St Demetrius of Thessalonica 
in the later icon from Pskov, the new feature in it is that this painting allows for 
another icon to be seen side by side with it. The bright cinnabar patch of his cloak can 
find “support” in a similar patch on other icons of the iconostasis ranges. 

It is impossible to overestimate the importance of the iconostasis in the development 
of the early Russian icon. Many features in the structure of the individual icons can be 
explained by the fact that at one time they were part of one iconostasis or that they 
represent an attempt on the part of the painter to recreate a likeness of an iconostasis 
as a Whole in an individual icon. This relates, above all, to the architectonics of the 
early Russian icon—from this point of view the Russian icon has the advantage over 
the Byzantine icon. For example, the Archangel Michael from Novgorod, with the 
vertical folds of his cinnabar cloak, as compared to the Archangel Michael from Cyprus. 
The features that enchant the viewer in individual icons—the clearly accentuated 
verticals, which give them stability—are explained by these reasons. But in the under- 
standing of the “iconostasis-ness” of the icon there were differences of approach. This 
feature in the icons of the Nazivity of Christ from Novgorod and Pskov is demonstrated 
in the way certain points are stressed ; the figures depicted seem to tower and participate 
in the eternal intercession of saints before the throne of the Most High. In the icon ofthe 
Nativity of Christ from Zvenigorod, ascribed to the Rublev school, these features are 
absent. But the “iconostasis-ness” is revealed in the fact that the majority of figures, 
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 Honropozie DOBTOPAETCA 70, TO XAPARTEPHO 2414 uxonocraca, Ja 1070 sro 
fu paceMOTPETI OT/lclbtisie KIEIIMA, IIpOSECTI, XMBONMCILOE NOBECTBORAIME 0 21- 
Im CBATOTO, HO upuGasrica K MOR, VI3anu, OTKY2a ONB BOCNPAsMaETEA 
ax u10E, XITIIALE KACiiMA CAMBAIOTEA 1 IPEBPaLuaLOTCA 3 NOnOGHe BEN DORPYI 
“burypui căaoro. Bârrsw apenitepyecsas corsa — cer vobpazurrezta n (nry- 
pariraia. Ha paceronni oua Tepser Moro 3 caosii m3oGpasntreatinocrn n mrpta 
aer 5 uedburypariunnoli gexopaTusuocri. DT0 Hriyrb ic OGenuuer ee, Me CRET 
uncii nosasărewsHoro nasana, OBa XA OH ApYr APra B3aMONCETIOMAIOLUIX 
MOMeItTA COCYIIECTBYIOT, HEpa34e ii, COCTABIIIOT AANERTALIeCKOE E NICTB. 
19_B kaumarcxoii uxone «Bocepentemte Jla3aps» BG pasasanvua ce yiacrimttui 
coBntris, Ana, MANEPEXOP TOMy, WTO HPOMEXOAHIT, WKONA BIATARIBIT KAK OFPOM- 
Wax ueronaa Macca, € npeoGnazaunem wsyMyau0Ât destin, 3 KoTopoil Btipi 
BaCTEA 1PKOC KPACHOE IAT — SCHI, MEODEACHUMU3 HN CHOKETOM, HIt KOMNO- 
atutcii, 0 npuAioutăs NOATIEEKYI0 npertecr WEnOMy. 
Bo sropoii nonosue XVI scEa HORA YTPaMBAeT CBON CBS C IKOIOCTACOM. VNO- 
OFICII NPOAOITAAIIA COOPYAATS, 1 1044, O OH repari €30Â nepnonasa mauit 
Cuca, eranonAci npocroii upurdaexnocruio YOpaneTpa XpaMa, B It Non- 
Mepuparnaci BipaltTiileRaA TOPKECTBCIMOCT5, B 310 BpEMA HOMBIIAIOTCA 8 H30Git- 
„ut ManEAbKie, MHHNATIOPHIE aNanoĂHe MROIEIL (ARID), XOTOPEIE, 706 
"IX XOPOLI, PacEMOTPETI, HO Barb 5 pyku. B CTPOranoneROI more Harra 
19s_ow oGpantaerea c MorrBoli K BOroMarepu, [10 HaXOMWICAL B NOAnoM Orutito- 
121. secrne. On ue peacruuak «coGoproro eiicrauo», axe Guta neunit Teopriit 8 on- 
ropoxezoii wxone, c'ero no-py6neBexi eKnoneuolt rononoii. 
NPeamepyccKa HIONONEE HAETOLIERO 1EnOXOZ A AIBOTIMO, Mă KOTOPOII BOcHrran 
Conpemenniii weodex, “10 OH „EFKO FOTO oBEPIETE TOM, TO UROHOINICI — 310, 
Gorocnonue n PacRtX, 1 Hietero Gozisule, BMecrE €-3T1M B EM BORAT HenoBepue: 
 E011M COGETBEHiHO 3eTeTunecxtt Bietaraeluiu OT Apennieit vxononmci. On Hasat- 
uder onacaruca 3cTeTwsexoro nomoxa, GYATO Gui ppaRneGnoro uxouorpadntie- 
comy ray6okomicao nononncu. Tlpre 31om saGripacre npocroă daxr. Vxona 
uanGoinee AOCTNA HAM KAK NpOIIBEAENHE HCRYECTBA, A He KAR NPEIIMET SVIbTA. 
Hxona — 370 He. pieTyarteiiaa Macsa, He nepsoGurruiii (perutu, 30 nopozerute: 
B3icOROĂ 1yxOBIcii Ky-IsTYpii. Xy1oecrBerrioe Topuecrao n Jlpenneli Pycu xoTa 
n coxpastano casrib € oGpazom, e penurueil, no ace ăe Gutz0 A0GTATOuII0 pasairo 
n CaMoEToNTemeIIo, BeectrOpHO, COOTBETETENE MEXAY PEAMFHCII A MEKYECTBOM cy- 
ICCTHOBA-10; HO BCE AXE TERM) AKORONIICEU — ie OBA3ATEITILO NPABezUt, Pa 
Cora KOHL — ue ODABaTenbino Gaarowecrue, BOdBHIeriiocTi ee — He Besriza NOTy- 
CTOpOHHOCT6, naonieu, Cosepiratme se pana Morrrae. 


Tpeonepyeesaa HRononnci Gura CRA3ania MHOWCETBOM HueTel C AyXOBHOĂ AM3Htl0 
noBeX2, HPI 310M € X3Ni0 paszuunaux con OGulceraa (pconasinoe oGutecrao 
me CROIX IVAX NPeICTABITENEĂĂ NOMIIIO O TOM, 470 BCE io, n 3aTuule 
n npocrbie, — «aizema A zaMoBo»). Ba:iriM Ju cyne6 apennepyecroii xiraoncu 
GuLno TO, 10 n ce 43041010Îl Be» OT ee OXIVAA-11 TOZIBKO TOTO, 70 Oa MOKET Ab, 
n e nomaraa a ice Waz1cA2, KOTOPIe OH Ie B C1aX Onpastarb, 310 Oanataer, 
TO n BOX FIVALIAX IPOABIIEEAX APEBHIePYCCKAA HKOHOTIIGI, — aticoOE 1 coc 
chec, Dra Oa BHI3bIBaeT BOCIURILEEAE WăttX COBPEMENINKOB. 

He HyAIO AYMaT, GYATO HONTWe (CTOTHI HEKYCCTBA» BOAMERO Ant 8 Honoe 
PEM KaK npursak Ynawa. Jlosyar 3107 Tax GTaasuo 1 Gesnaexno npoanyiaa 
n 31y Hopy MoTouy, 70 0cBoGOAMT» MEYSCTBO OT BCEro 4VAAOTO 1 Hattocnoro 
oxasanoeb nonoizeiio rpyuno. B Ilpesneli Pyeu nponctozut10 concen uiee, Unerora 
neKyCCTEA Ghita MEM:10 NEPBieursiv n ECTeCTBCHitIM. lpeaiiaă ionorict — 310 
WCRYETBO, B XOTOPOM A3KOM KPAcOX CKA3O Au 70, 470 MOIKET Burt Bsipaei0 
 Kpackax. ÎI HOTOMy €£ NPO3Bezeniti 3BytA7 BO BEI CRONO Cu: 

Ipeasepyecxnii MacTep He sa-l npoTuBOperIt MEKZY 3AuICa0M în HCNOATeIMeH, 
ne Meniriina MYE TBOPACCTEA. OMA MOCTABINACT 530py PaOCTb, Ka pOcnoc 
zepeno um xPăcuuli UBETOK, KOTOPBIE HW4EM APYTItM He AOmAitit OuTb, KAK Ca- 
mii COGoli. Ha 1.10cKOCTA MKOnMOĂi AOCKI Mbl BWM "Cite Kpacotne aria, 
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especially the angels, are seen bowing before the manger and before Mary. Here the 
prayerful note characteristic of the iconostasis is reflected. 

Many early Russian icons are difficult to understand or explain without their original 
context. In the Virgin Eleusa from Yaroslavl the figure of the Virgin looks more re- 
served and majestic than in a provincial copy and she holds herself more upright. 
But the outstretched hand is typically the gesture of the Virgin interceding at the Throne 
of Christ Pantocrator. The Virgin caresses her Son and at the same time takes part in 
the intercession, so that the line of her inclined head acquires additional meaning. 
In the composition of icons with border scenes around the centre panel, for example, 
the icons of Sr Peter or St Alexius by Dionysius, or SS Peter and Paul from Novgorod, 
the features characteristic of the iconostasis are evident. To observe clearly the separate 
border secenes, to “read” the painted narrative of the life of the saint, one must get 
close to the icon. At the distance from which these icons were actually seen it represents 
an entity in which the border scenes merge and become a kind of wreath around the 
figure of the saint. From close up the early Russian icon is always a work of fine and 
figurative art. At long range it loses much of this quality but gains in non-figurative 
decorativeness. This does not impoverish its artistic worth, does not diminish its con- 
ceptual meaning. The two mutually exclusive factors co-exist; they are indivisible and 
present a dialectical unity. 

In the Kashin icon of the Raising of Lazarus all the participants in the event are clearly 
seen from close range; but from a distance the icon presents on enormous colourful 
mass with predominating emerald green against which a bright red spot bursts forth 
like a flash, in direct opposition to the recorded event, and unexplainable either by the 
theme or the composition, but supplying a certain poetic charm to the whole. 

The icon loses its ties with the iconostasis in the second half of the sixteenth century. 
Iconostases continued to be made but they lost their original meaning and became 
an ordinary part of a church's fittings; the typically Byzantine solemnity was stressed 
in their appearance. This was the time when small miniature lectern icons appeared 
in profusion; these were the so-called pyadnitsas (measuring one span) Which are so 
pleasant to pick up and study closely. In the Stroganov icon of Sr Nicetas the Warrior, 
the saint turns to the Virgin in his prayer though he is depicted alone. He does not 
participate in a “convocational action” as did Sr George on Foot from Novgorod, with 
his Rublev-type inclined head. 

Early Russian icon painting is so unlike the painting on which modern man was brought 
up, that he easily succumbs to the idea that it amounts to theology in colours, and 
nothing more. At the same time he feels a distrust for the aesthetic impression he him- 
self derives from it. He begins to fear an aesthetic approach seemingly in contrast to 
the iconographical profundity of icon painting. In such conditions one fact gets lost, 
i.e. that the icon is more easily perceptible to us as a work of art than as an object 
of faith. The icon is not a ritual mask, not an ancient fetish—it was the result of a 
superior spiritual culture. The art of Ancient Rus, while maintaining its ties with religion 
and religious custom, was nevertheless quite developed and was independent. The con- 
nection between religion and art was undoubted, but an icon painter of genius was not 
necessarily a pious man; and the beauty of an icon was not limited to pious feelings, 
its lofty message was not always of the other world and, finally, its contemplative 
aspect was not tantamount to a prayer. 

Old Russian icon painting was connected with the spiritual life of man by many ties 
and, What is more, with the life of various sections of society (feudal society in the 
persons of its best representatives remembered that all people, whether of noble or 
common birth, were only of “Adam's tribe”). It was important for the destiny of Russian 
icon painting that even during its Golden Age it was expected to give only What it 
could give and not to realize hopes that were beyond its power. That means that in its 
finest manifestations, ancient icon painting is a /ofiy and pure art. It is these features 
that cause the admiration and envy of our contemporaries. 

One should not think that the term “pure art” arose only in recent period, as a sign 
of decadence. This slogan has rung out so desperately and hopelessly in the recent 
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period because it was very difficult to liberate art of everything that was alien. The 
situation was quite different in Ancient Rus, when the purity of art was something 
primordial and natural. Early icon painting is an art Which expresses in colour what 
can be expressed only in the language of colour. That is why such works proclaim their 
power in full strength. 

The early Russian painter knew no contradiction between conception and execution; 
he suffered no tortures of creative endeavour. The icon pleases the eye in the same way 
as a healthy tree or a beautiful flower which do not pretend to be anything other than 
what they are. On the flat surface of the icon panels one perceives bright colour 
patches and beautiful patterns of outlines, eloquent and strikingly pure notes. 
Painting is called realistic when the objects depicted are presented in such a way that 
they be taken as rea/ly existing. But what is represented in a picture leads the attention 
away from one's surroundings. It is not surprising that to help the viewer to concentrate, 
pictures are set in frames. 

Icon painting is realistic in an entirely different way. What is depicted in an icon can 
never the accepted as reality, or only in a very narrow sense. One recognizes the 
figures ot people and objects, but they are seen to be transformed and at times are not 
immediately recognizable. Forms in an icon are also transformed. Colours are bright 
and pure, of a kind one cannot see anywhere, perhaps, except in the sky at the hour of 
sunset or in a field thickly overgrown with cornflowers. For this reason Whatever is 
represented always has an inherent quality of something never seen before, a sense of 
the unusual and unique (even claiming the attention of the man who possesses great 
visual experience). At the same time this hitherto unseen, unusual, colourful something 
becomes part of the life of man with the advent of the icon, becomes part of the space 
in which man lives, tests its strength with that of man, lifts man's spirit, and brings 
about a realisation that he has witnessed some miracle—naturally, the miracle of 
true art. 

Icon colours come together in harmony, the forms make up a stable whole, and from 
this stems the meaning so that the painter has no need to remind the viewer of himself 
and his need to pour out his soul into his painting. Hence the incomparable power of 
persuasion of the icon, its almost inexplicable charm of colour and form. We cannot 
doubt that the people in Ancient Rus, beginning with the envoys of Vladimir, who were 
enchanted with the beauty of St Sophia's in Constantinople, were able to perceive the 
beauty of true art. No wonder it was Rublev and Dionysius and not simply any 
icon painter, whom they appreciated and esteemed so highly. 

In Ancient Rus, even in the remote northern regions, no one could pick up a brush who 
had not at least some elementary idea of painting. The mass production of icons was 
not known in those times. It was only much later, after the development of consumer 
markets that the works of “bad painters” (plokhopistsy) began to appear and aroused 
the anxiety of the Church authorities. While the modern collector values all icons, 
even the least sophisticated of the eighteenth and nineteenth century works, this is 
only because his acquaitance with masterpieces has taught him to find even in an 
icon of this kind the barely perceptible reflection of great art. 
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Art history, which is still occupied chiefly with the classification of icons according 
to centuries and schools, will in time delve deep into the various purposes of icons and, 
accordingly, into the different artistic levels. Ancient Rus must have known many works 
which were of purely religious importance, especially icons of the Virgin, votive icons, 
also icons that “miraculously appeared”, which were painted from set patterns and 
contained scarcely any elements of creative endeavour. This is especially true of later 
icons. The majority of the surviving early icons are works of art, even those done by 
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rank-and-file painters. In the works of highly skilled masters one can usually see not 
only the artist's skill but also his conception and at times his desire to demonstrate 
virtuoso technique. 

There are also works which are inspired, works of genius which the Italians of the 
Renaissance would have called divino. The masterpieces of early Russian art must be 
discussed separately, so that they are not lost to the unsophisticated eye amidst a welter 
of mediocre works. There is something superb, lofty and wonderful about them. On 
looking at them, one does not think about the school they belong to, and the centuries 
separating them from our day are forgotten. Anyone who has experienced the en- 
chantment emanating from a masterpiece will agree that icon painting is first of all and 
above all truly great art. 

Only a few of the numerous early Russian icons which can be regarded as masterpieces 
will be considered here. First of all, there is the question: how should they be ap- 
proached, considered, how can their artistic worth be expressed in words? Up to now 
this question has never been posed in works on the history of early Russian icon 
painting. It is customary to begin with the iconographical features of an icon. For 
example: “In the centre is the figure of the Virgin, to the left are the figures of angels, 
and to the right, shepherds; at the feet of the Virgin is St Joseph and an old shepherd”, 
and so on, and so forth. The author quite forgets that these words mean nothing in fact, 
because they apply not only to a masterpiece by Rublev, but also to a large number 
of other icons depicting the Nativity of Christ. 

It is customary in iconography to add a few remarks about the style (“pictorial” and 
“graphic” style) or, rather, about the manner of execution of an icon, and to list the 
colours used. Where the painter has deviated from what was the norm, critical remarks : 
are added (the too perfect proportions of Dionysius, the lack of facial expression). 
The most detailed and conscientious descriptions of this kind are incapable of bringing 
modern man closer to an understanding of early Russian icon painting. 

It is necessary to work out a special approach to such painting in order to extract the 
rich information each icon contains. One needs to examine an icon for a long time, 
to compare it with similar icons, search for the basic plastic motif, the main metaphor 
from which stems all the meaningful hints and nuances. Evidently, structurally different 
patterns should be followed in deciphering early icons than in deciphering pictures 
painted in the post-Renaissance period. 

Boris and Gleb were two of the most revered saints and martyrs in Rus, and were 
frequently depicted in icon painting. The fourteenth century icon of SS Boris and Gleb 
in the collection of the Russian Museum is undoubtedly the most remarkable and superb 
work on the subject. The Novgorodian icon of the same period shows squat figures 
so characteristic that it is quite clear that they are not Kievan princes but some Nov- 
gorod merchant's sons, wearing rich red kaftans. As regards the icon of SS Boris and 
Gleb from Kolomna the modern viewer is impressed here by the troubled gaze of the 
two brothers, which hints at a premonition of their tragic destiny. Their bright cinnabar 
and emerald cloaks, and the touching story of their lives set in border scenes also rivet 
the attention. Nevertheless the icon in the Russian Museum is the finest of them, as can 
be seen without additional explanation—and in any case it isa difficult task to explain 
the first impression it makes. 

The central Russian artist who painted it must have done so in the most dificult years 
of the Mongol invasion, but in it he recorded his memory of the glorious Kievan Rus. 
As for the iconography, the types of the princes, their postures and clothes—he did 
not invent anything new here, and did not add anything to what had been created by 
his precedessors. But the two well-known and familiar, almost identical silhouettes 
of the brothers who shared the same sad fate—they were victims of the internecine 
strife of princes—appear in this icon transfigured by the power of art. 

Their silhouettes acquired a more regular character. This is not simply a portrayal of 
two men—they had become signs. The entire icon represents the features of an emblem, 
of a heraldic sign. The identity of the two silhouettes expresses their fraternal unity, 
and Boris's sword, depicted between the two of them, is a symbol of their unity, too. 
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Gleb's sword plays the same role as the cross in his elder borther's hand. The fact that 
no ground is shown beneath their feet gives the figures lightness and spirituality, so 
distinguishing them from warrior saints painted in the pre-Mongol period. At the same 
time the two figures are very stable, balanced and the spaces between their bodies 
are in proportion; they are set beautifully in the rectangle of the panel. By virtue of 
cross coloring, the hues of the cloaks and kaftans are not so much qualities of objects 
they represent as compositional elements of the icon. 

These features of the icon are in keeping with the characterisations of Boris and Gleb. 
They are not so much warrior princes or martyrs as examples of moral staunchness 
and spiritual nobility. The two figures comprise an integral whole, thus anticipating 
the three angels in Rublev's Old Testament Trinity. When one recalls that contemporary 
representations of the holy warriors in Constantinople, in the mosaics of Kahri€ Cami, 
are depicted as effeminate fops, the loftiness of the moral ideal embodied in the Russian 
icon is especially striking. 

The icon of the Annunciation from Zagorsk, mysterious as far as its origin is concerned, 
is also a true masterpiece. One must look very attentively at it to perceive, in addition 
to the common characteristies of the Paleologue style, features of inimitable charm. 
The Archangel is seen approaching Mary, swiftly and lightly, hardly touching the 
ground, while Mary inclines her head submissively. How often the Italian masters 
tried to catch this moment, so delicately captured by the painter of the Zagorsk icon— 
without the over-sweet sentimentality of Fra Angelico, the excessive refinement of 
Botticelli. Everything that could not be expressed in gestures, look or the words which 
seem to issue from the figures is expressed in the architectural setting. It is like a back- 
drop in a theatre, and is very complex and beautiful. It, too, is subjugated to the main 
theme. The light, airy ciborium over the angel seems to be rising upwards, and 
is emphasized by the narrow window. The heavier canopy over the Virgin repeats 
the line of her head. Two arches between the figures—a rare flight of daring!—are of 
uneven height: the slimmer arch is in keeping with the tremulous angel, While the 
broader one accords with the figure of the Virgin. The involved architectural back- 
ground is not limited to a linear repetition of the figures, but has a role of its own to 
play. The bright red cloth (velum) above the Virgin, rings out like a joyous sound, 
a message conveyed by the angel, and its echoes are perceived beyond the figure of 
the Virgin. The bright azure sleeve of the angel can be seen in the centre and four 
other blue patches are distributed over the four corners of the panel. The icon 
is the only surviving work of this unknown master, who evidently painted many more. 
However one classifies the work, it is unique and so significant that its painter deserves 
distincion, and should be known as the Master of the Zagorks Annunciation. 

The Zvenigorod Deesis Range painted by Rublev—the Saviour, the Apostle Paul and 
the Archangel Michael-—is on a par with the painter's famous Old Testament Trinity 
from the point of view of aesthetic significance, and is a truly outstanding masterpiece 
of early fifteenth century Russian icon painting. The face of Rublev's Saviour claims 
the greatest attention, with its kindly, pious and at the same time open and penetrating 
gaze, directed straight at the viewer. Their psychological insight is the first thing that 
endears early Russian icons to the modern viewer. The face of the Archangel Michael 
has survived the passage of time better than Rublev's other angels, and its proportions 
and fine spirituality are closer to pre-Mongol canons. It is hardly surprising to learn 
from Joseph Volotsky that Rublev spent hours contemplating ancient icons—he did not 
pray, but looked at and studied them closely with utter absoprtion. With her still very 
earthly beauty, the unappeasable longing in her dolorous look and the.anguished line 
ofher eyebrows, the Virgin of Vladimir is still very close to late antiquity ; she isa human 
being who has experienced what the ancient Greeks called parhos. In Rublev's Archan- 
gel Michael everything that is “too human”, too carnal and earthy falls away, is shed 
as superfluous. One sees only the “dissimilar similarity”, a pale shadow, and at the 
same time one is closer here to the true essence of human nature, to its “nearness to 
the divine”. The viewer enters a sphere where there is no grief or joy, no sorrows or 
smiles, where everything sheds its crude carnal tangibility. 
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An enormous upsurge of moral power was needed to create such an image. Rublev's 
Archangel will always be profoundly stirring in its spiritual force, but this should not 
lead one to forget the artistic aspect of the painting, the artist's special vision and 
form of expression. The Archangel's features are portrayed so delicately and lightly, 
as if incised on the board; contrasts of light and shade disappear, and a general golden, 
all-pervasive hue remains, the golden glow becoming the expression of heavenly beati- 
tude and sweetness. The features of the Archangel have a logic of their own. The nose 
is like a slim tree trunk, with the eyebrows curving on both sides like the branches 
ofa tree. The arcs of the eyebrows are echoed in the wavy hair and the rounded outlines 
become a kind of refrain running throughout the icon. Yet this is not done demonstra- 
tively, it is only hinted at. A keen study must be made of every feature to appreciate 
the spiritual beauty inherent in this icon. 

Rublev's Old Testament Trinity is deservedly the best-known work of Russian icon 
painting. It cannot be considered at length here. Rublev's painting displays in the 
purest form the finer points of early Russian icon painting: philosophical profundity, 
the religious basis, the symbolic character of images, the skill, and deep meaningfulness 
of pictorial form, composition, rhythm, and colour. It goes without saying that its 
significance is not merely that it supplies an irreproachably Orthodox answer to the 
question of the nature of the Old Testament Trinity, over Which heated controversy 
raged between the official Church and the heretics. After all, the dogma had been laid 
down by the Church Fathers, and the artist had no intention of adding anything to it. 
The iconographical problem—which aspect of the Trinity was expressed by each of the 
three figures—is far from being the key one for an understanding of this masterpiece. 
Apparently Rublev's aim was not to show the difference between them but on the 
contrary to demonstrate their spiritual unity and indivisibility—a point which none 
of Rublev's predecessors was able to achieve to such a degree. 

It is still considered by many that the true creators of the Old Testament Trinity were 
medieval theologians, and that the artists part was limited to carrying out their 
conceptions. Yet the artist's imagination prompted him to paint the three enchantingly 
beautiful figures seated for a meal round a table with a bowl on it. In this symposium, 
this friendly exchange, each figure is wonderful and spiritual in its own way; the slim 
hands are beautiful, especially that of the right-hand angel in which it holds its staff; 
the inclined curly heads, the expression of love and mutual understanding on the 
angels” faces. The totality is a harmonious, integral whole, the similitude of a wreath, 
set within a circle (or perhaps an octagon), it acquires the rhythmic form of musical 
refrain. In this visual, almost tangible form one divines its higher meaning—the logic 
of the universe, which seems the highest wisdom attainable by man: the three in one— 
the prototype, the model of the world. Perhaps in his imagery Rublev employed the 
ancient well-known meanings of symbols of the objects: the wing to denote flight, 
the bowl as representing bitter fate, the mountain as spiritual ascension, the tree as the 
Tree of Life, and architectural details as home building. But the decisive fact is that 
these motifs illustrating the ancient legend in his icon are not like abstract allegories 
requiring a key to their understanding. They make up something integral, they are 
seen in such juxtaposition and inter-relations as to be part of a pictorial fabric (espe- 
cially the bowl, the configurations of which are echoed by the space between the 
figures) in such a way that one's mind derives special pleasure in the very contemplation 
of it all, realising that here is an ascent from the particular to the general, to someting 
that is significant to all mankind; that one comes close to a perception of the ideas 
behind these objects without at the same time losing the beauty, the charm of everything 
around. 

Among the numerous icons on the subject of SS Florus and Laurus, the Novgorodian 
icon from the collection of I.S. Ostroukhov must be recognised as the finest. The sig- 
nificance of this work by an anonymous Novgorodian master can be better perceived 
through a comparison with some earlier icons, or at any rate icons with more archaic 
features. They simply record various episodes from the lives of these saints, who are 
the patron saints of horses, while the execution is rather poor. In the Ostroukhov icon 
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everything acquires the character of an integral whole—it is the world in miniature. 
The icon is crowned by the mighty winged figure of the Archangel Michael, before 
whom the patron saints of horses are interceding as in the Deesis; in the lower part of 
the icon we see herds of horses by the water with their grooms—scenes from everyday 
life. Between the two ranges are two horses, apparently signifying idealised horses, the 
idea of a horse—two steeds, saddled and ready to be mounted by their warrior riders. 
This scene of patronage with the remarkably beautiful disposition of its figures, becomes 
a kind of emblem. For a fuller appreciation of its perfection, this masterpiece should 
be compared with a later copy of the icon, painted in some province by a peasant crafts- 
man of the Northern school. The provincial icon has the same personages, but the 
marvellous balance is broken, and the horses are scattered far and wide, the figures 
dispersed, and the angular raised wings of the Archangel, While giving an impression 
of greater power, separate him from the people; in fact almost all the charm of the 
Ostroukhov masterpiece is lost. This is a clear demonstration of the fact that the art 
of the Novgorodian master is above all displayed in the features which differentiate 
the masterpiece from the later copy. 

The Ostroukhov Entombment deservedly enjoys world renown, though we still do not 
know either the name of the painter or the school it hails from. We know the icono- 
graphic prototype of the icon, but only in this painting does the image acquire a pro- 
found meaning and perfection of form to which nothing can be added, from which noth- 
ing can be taken away. The small 1488 icon (Tretyakov Gallery) on the same theme 
looks like either a preliminary imperfect sketch or a clumsy copy of a common original. 
It is overloaded with figures, and the cross fills the background weightily. The Ostro- 
ukhov artist gives the traditional type a new interpretation. The woman in a bright red 
cloak expresses her grief by throwing up her arms. The scene is both a lament for the 
departed and a solemn rite, a succession of stately figures, bowed and upright. Upraised 
arms express grief and at the same time an oath, a ritual gesture. Every participant 
in the scene is finely characterised by gesture and posture, and at the same time they 
are all obedient to the austere, measured rhythm as if to a law. The icon keeps to warm 
tones—brown and orange hues. The only accents are the snow-wWhite winding sheet 
on the body of the dead Christ, and the flame-red cloak of the woman with upraised 
arms. Within the context of the whole work the colours are the vehicle of spiritual 
expression. The hills in the background behind the group repeat the outlines of the 
woman's upraised arms, and at the same time there is a downward movement to draw 
our attention to what is taking place on earth. The Enrombment is superior, artistically, 
to other icons which might also belong to the same Church Feasts Range. 

"The two large icons, Sr Peter, Metropolitan of Moscow and St Alexius, Metropolitan of 
Moscow, are masterpieces by Dionysius. The icon of Sr Alexius is of especial worth. At 
first glance the figures of the Metropolitans in these icons seem to express only majesty, 
grandeur, resplendence, while the border scenes remain strictly narrative. These icons, 
painted for the main cathedral in the country's capital, were commissioned in connec- 
tion with the tasks of glorifying and exalting the Moscow principality in the persons 
of political and Church figures. But this is only the outward, official aspect. There is 
another: the moral majesty of the images, the pure poetry of colour and form. Thanks 
to this a commissioned, official work became a masterpiece. 

One of the most essential features of Dionysius” poetic fabric in this icon is the way 
certain elements are accentuated. In the centre panel the face of the saint is shrouded 
in half-shadow, almost obscured, and is deep in contemplation, while in contrast the 
richness of the robes is stressed—the precious brocade of the robe and the White 
omophorion with a design of black crosses. This gives the figures greater intenseness, 
greater spirituality, and the rich garments seen to fall away from the saint to reveal 
his spiritual nature (rather as in Chekhov's short story The Archbishop, where, 
beyond the image of the Church hierarch can be perceived the touching figure of a 
kindly, unhappy man). ! 
In the border scene, the Presentation of the Icon, the priest, wearing White robes, appears 
against the background of a snow-wbhite church. White stands for ideal purity and 
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Onu KaYTEA ne CTOMUHM, a apa. HO caMDE 3aMeNaTENH0e 10, %10 npo- 
mexoaur a ee. Kpynoii, crpoiinoii urype Xpera npoTuBoErOAT MuMăTIOpiable 
(burypri anrenoa. ITM XOFPACTOM B MOI BIOCIICA )EMErIT NPOCTPANCTBENION 
rnyGruura. Jerauue 8 neGe (iryprat oGpa3y10r BoKpyr ronrofpexoro apena nonoGue 
peria, ON, Ka BETI, EPALIAIOT €0; WMEAIOT HE3pumnli EPYF, B KOTOpuli 3a- 
moca durypa Xpnera. 
Bee or ocoBeitocru (PacnATu) Bo%Tn IEBOIMOXILO nepeșară CaoBavit, On Enna 
YAOBMMBi T1a30M, HO HMEHHO STI EBA 3METuWie OTKHONEIHA OT XANONA Die 
mor IONI F(MONDACa 113 arca BCE „print PYCCRI HROIE a 31 TeMy. Tlpu BceM 
Giarovecrulnom CoBmozerit KAMOISA 3 CO37a4Hi JUMONME MB BIM oa Buc0= 
aliLicro sacra ErO XY20XECTBenoro res. 
Voia 4ĂNOKALINIIEWE» KPEMEBCROLO, MACTEPA — 310, BMPAIOUIEEEA UPONSBEerMe. 
Sak 10 3aMBic1y, TAK 1 NO BwnonMENIto. Ha 3107 pas nepe Macrepon He Gino, 
usonorpadpiiectoro npororuna. EMy HpuXoq1oc Bee HPWAyMbisarb caMoNy. On 
man «Bunea ca. oana eawucrBenHoe 5 ca0eM POne MErOAKOBanne. 3TO He 
pact o MPAANHIX HERHITANAGX A YPRACAX, KOTODIIE XAYT MEnOBEHeETRO pia RONI 
MID, IO EDETAAA META 0 MACTYHAEMIL MapETBA CPABEZAMBOCTIL N FaPMONH 
Bepuoiil aysunm saseram PyGnesa, Grm3xuil B CBOEM XIBONIICHOM A35LKe K JIMORII- 
euro, KpeMeekHii MACTE B CBOCHĂ TPAnMO3NOĂI MROHE C MECROWIIMII COTHAMIL 
(puryp nposnul pensyio W3oGperarennocre, pasnooGpasie. Bee, 40 OH npenera- 
un, 370 ponce ne npocroi nepeaoA reera n dapurenmtii par. 210 uaerosutee 
AOxnoBennoe TBOpYecrBo, co3pmumte noii neretae în enocro mda 0 aiozuti, 06, 
axureax, 0 senin GPeC A 06 MEIITaţiIX Me 4OBEIECKOLO Pon, 
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CoBpeMENHOMy Me10BEy HEerko, AAETCA NORJIMANIE XYAOXECTBEHNOCTI 8 peatie- 
pycexoli uononnci. ErO COGTA3AIOT 3AHHMATEnbliie Mera, MeMNONOrIEIECRILE 
MOTRU, Gurie ETO BKYCAW, KOTOPe Ha CAMOM „ere BOBCE He XAPAKTEPIAII A Pye- 
exoii uconomen, a nopoii ate anaalorea Hpuuaxamut ec Ynaaka. Bureauima toc 
MIC?A, AT0 AETETIRACCAAĂ MOMENT B WkOAX BO3IUaET T0:IK0 îi XVI Bee, TOXIPRO. 
310 BPEMA OYITO Gh HKONA CTazta PACEMATPHBATSCA FAK IPOMIBE NENE HEXYCCTBA 
Ha caMoM 1e1le Bee HPOMCXOLIA0 140G0pOT: XOTA MKONONIIEP JOAOE BPEMN eu 
COXPANIACT MEPTEI TAR HI6IBă€MOrO, AKONORIICHOTO CTHIA, TOM)IeC, TPAIAINORIŞIO 
mabepy nioameru, n cepeaunte XVI sea 13 ee jasuuaror metezari casute eyute- 
eracunule npieai 4ONORMCIIOĂ 3eTeTnxi. 

Memuiasi MOKA «HnxIeTa-B0Nt0) CTPOraHoBCKArO Macrepa TIpoxonita Uupușta nor 
WYIAET MEKPENHOCTRIO, € KOTOPOĂĂ eperlana PacTepaniocTi, wenoBesa, MOAuIero, 
BoroMaepk 0 noMOuui. Ho 370 He CTOIK0 XHBOMEHOE TBOPH2CTIO, EKO-XO Cii- 
nereaserRo, phase, pacexza. TOI uxone ne xaaraer 70 noarueckaii Cu, 
xoropas npueyua usone «Teopriib» mamana XVI pexa, B erporanoneroii conte 
Pueynox — 310 Bocuponsseneie, KOnryp, OGpucosusaroui npenmer. B uRone 
nanaza XVI Bea O%epraruas (arypBi CX.ra-iBarorca 3 psuza Merapopieueexit yno- 
nobel. Koman sa mteama CocaaAmer ueor.tensmyio sacrs dhuryput. Kpaculă 
TUNUL P3BEBACTCA, RAR CTAT, O NOBMULAET CTATHOCTI, SONIA, OCOGEIIIO, n KOIT- 
paery £ ero HeGoxuoii ronone. Peymok n Goxee panneii uxone — 370 enoGonnoe 
TBOPHEETR0, JPAMATIHICEKOE B3anMoARiĂETBNe vepriX 1 KpactuaX nat, OGHauzalo- 
uută CAMOCTOATEAPHoIĂ sHblo. ȚlOToMy 311ecb HPueyTerByer nesro Gouuiee, vem 
10; To MOKET Yauutere r.1a3 vexoera. Ilepen nau amiseceuit repoi, Gorărbip, 
97 KOTOOro MOXHO IATĂ CKA30%M0r0 HoaBura. 

B uxononmcu XVI—XVII eros npenocxonriute rponssenetutsi MOXNO WiiTu CKOEc 
rae-u6yae B nposutiuan, %eM n roze npn taperom znope. Cumon Vuakon 
nomryna prieoRux noxpontreacii, ocoGenuo Asescea Mixalinonuta, yMepensel 
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chastity. In the majority of border scenes only the black doorways and the dark cloak 
of St Alexius retain “thinginess”, tangibility. The fame of the Metropolitan, his majestic 
bearing is an expression of his piety. Border scenes telling the story of his hard ascetic 
life form a colourful wreath around his image. 

In Dionysius” Crucifixion the traditional iconography is given an artistic interpretation. 
'The elements of the drama of Golgotha are there, but the drama as such is no more. 
The crucified Christ is a triumphant being, a soaring into the heavens, spreading his 
arms over the world, ready to embrace it. The figures of the interceders are also light 
and slim, serving to support and frame the main representation. Like Christ, the scene 
is soaring rather than standing. But the most remarkable thing is what takes place 
in heaven. Contrasted to the tall, slim figure of Christ are extremely diminutive angels; 
and this contrast introduces the elements of space and depth into the icon. The little 
figures soaring in the sky form something of a garland around the tree of Golgotha; 
they decorate it like flowers, they mark out the invisible circle which contains the figure 
of Christ. 

It is practically impossible to convey these characteristic features of the Crucifixion 
in words; they are hardly perceptible to the eye. It is, however, these barely discernible 
deviations from the canon that distinguish Dionysius' icon from all other Russian 
icons on the same theme. In addition to pious adherence to the canon, it is clear that 
Dionysius? work is the result of a great upsurge of his artistic genius. 

The Apocalypse of the Kremlin Master is an outstanding work in both conception and 
execution. In this case the painter had no iconographical prototype to follow, and 
everything was left to his own powers of invention. He gave the Revelations of St John 
an interpretation which was unique of its kind. This is not a story of the grim trials 
and horrors with which mankind will be confronted at the end of the world, but 
a glorious dream of the coming of the kingdom of justice and harmony. True to the 
finest behests of Rublev and close in pictorial vocabulary to Dionysius, the Kremlin 
Master displayed in this immense icon with its hundreds of figures a rare inventiveness 
and versatility. What he represents here is not a literal translation of the text into 
“visual range”. It is a truly inspired creation, the creation of a new legend and a new 
myth, about people, about angels, about the appearance of God and the ordeals of 
mankind. 


VI 


It is not easy for modern man to appreciate the artistic quality of early Russian icon 
painting. He is diverted by entertaining details, psychological accents which are close 
to his tastes but were in fact not at all typical of Russian icon painting, and were in 
some cases indications of its decline. The opinion has been expressed that icons only 
acquired aesthetic worth in the sixteenth century, and that only from that time did 
icons begin to be regarded as works of art. In fact the opposite was the case. Though 
icon painting for a long time preserved features of the “icon-painting style”, or rather 
the traditional manner of execution, by the mid-sixteenth century, the main features 
of “icon-painting aesthetics” had begun to disappear. 

The elegant little icon of Sr Nicetas the Warrior by the Stroganov painter Procopius 
Chirin, is very appealing with the spontaneity with which it conveys the emotions of 
a man praying to the Virgin in time of trouble. But this is not so much pictorial art as 
a witnessing, an avowal, a narration. The icon lacks the poetic power so characteristic 
ot the early sixteenth century icon of Sr George. In the Stroganov icon the linear 
design is first of all a reproduction, an outline of the theme. In the early sixteenth 
century work the outlines of the figure derive from a number of metaphorical 
allusions. The quiver is an integral part of the saint's figure. The red cloak billows like 
a standard, giving the figure added stateliness, especially in contrast to the dispropor- 
tionately small head. The delineation în the earlier icon is free creation, dramatic 
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erenetutuii era, a noanuee 4 HACTOAUWĂ Yiaok. TOTO ie CnejIyeT 3aMarntmsaTb, 
Hemu3 CTIXHBATĂ KOPENNIME PASA MEXAY MEOHONMIEBIO (OINOTOTO, nea vi 
Ops: razna. Vymerie OMAN HAMITEILOB HOŞiirento na MOCTICCu2 Ca- 
moro ueunoro n usononueu onoxu paengera. B XVI-XVII Bexax Macrepa no 1pe- 
Sonainro nacreii noapaazn CTapHiM OGPa3uă3, BOBTOPAINI TPazurtnMoHHle 12K00- 
rpadpimiecrae nepenoxi. VI smecre e TeM3ro Guta e DOrile, SEM MOBTOpEtna no 
Paanua. Knaoll 1yx Tnopiecraa bee Gonee wesesa-l. Tenleps HRON5l He CTomKo 
cosdaromen XVnOKMMKAMII, CRO-IGKO Hpoussodumca pemecnerunRamu. Texiaa vox 
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interplay of black and red patches which have a life of their own. That is why the icon 
has something greater than the human eye can see. Here is an epic hero, the valorous 
bogatyr ot folklore of whom some immense legendary deed can be expected. 

One can find excellent works in sixteenth-seventeenth century icon painting, most 
ikely in the provinces rather than in the capital at the court. Simon Ushakov appealed 
to his royal patrons, especially Tsar Alexei Mikhailovich, with his moderate eclecticism 
and smooth manner of painting. Despite the virtuoso technique, his Archangel Michael 
is a work of little artistic worth. The Archistrategus Michael icon, a provincial work of 
the same period, is a poetic vision of a fiery avenging angel and is truer to the traditional 
ofty style. Provincial sixteenth-seventeenth century work displays more of a popular 
spirit, of the true icon-painting style, than the works of royal and metropolitan painters 
who were attracted by the doubtful advantages of the fryaz or occidental style. 

Later works of the early Russian icon painting undoubtedly show a gradual deterio- 
ration of standards and later the actual decline of the art. The radical distinctions 
between the icon painting of the Golden Age, and that of the period of decline must not 
be ignored or glossed over. A study of the later works is instructive for an appreciation 
of'what were the most valuable qualities of icon painting in its heyday. In the sixteenth- 
seventeenth centuries painters imitated old models at the demand of the authorities, 
and repeated traditional iconographical types. But is was no more than imitation and 
copying. The living, creative spirit gradually disappeared. Now the icons were not so 
much created by painters as produced by craftsmen whose technique was at times 
truly virtuoso. The forms became petrified, the poetic flights of fancy seen in early 
icons were replaced by pedantic precision and uninspired diligence. A faithful likeness 
to nature in all its details was achieved at the expense of the integral whole. Draughts- 
manship in the majority of cases became cold and hard, and colours grew dull, form 
became flaccid, flexible, and often finesse was lost and crudeness emerged. But the main 
thing was that behind these changes icon painting as a whole began increasingly to lose 
its character as a great art and became “theology in colour”, didactic, narrative and 
illustrative. At times the iconography became so involved that without a special 
commentary icons seemed to have no meaning. 

Early Russian icon painting of the Golden Age appealed with such clarity of language 
that one would think its creators were straightforward, simple-hearted people. In fact 
icon painting is a great, mature art, based on a profound understanding and great 
artistry. It is very dificult to relay it in words, because everything in it is expressed 
through specific icon-painting form. The forms of icon painting invariably have a spe- 
cific inner meaning. A special understanding of linear design, composition, space, 
colour and light was evolved. 

The purpose of linear design in icons was to convey the outlines of an object in such 
a way that it could be recognised. The old Russian painters possessed that art, and in 
the majority of icons people, animals, trees and buildings are immediately recognizable. 
But this was not all. The linear design could also help to reveal in the objects their 
connection with one another. The graphic metaphor is a common phenomenon in 
Russian icon painting; it is a poetic likening of man to a hill, a tower, a tree, or perhaps 
to a flower or a slim vase. But apart from this, the delineation may also be pictorially 
efective. One example is the representation of St Gleb in a fourteenth century icon, 
or King David in the fifteenth century Novgorodian icon. In the first case it is the oval 
of the face with wavy hair apparently cascading down on either side. In the other case 
it is the two curved lines (the outline of the crown and the edge of the cloak), and 
between them the head framed by two swathes of hair. Each of these examples has 
correct form, symmetry, rhythm, and harmonic proportions. But these forms are also 
highly meaningful as representations of Gleb and David. The features of the human 
face are placed within the correct structure. Images of men acquire the character of an 
emblem. 

The Virgin of the Sign from Kashin is an example of a representation becoming 
an emblem, of organic forms being transformed into the abstract-ornamental. The half- 
length figure of the Virgin forms a monumental stepped pyramid with rounded edges. 
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enoero MaTepunerna, i OGPaTi WeNTPOCTPEMIITEABitAMt BMRCHHeM Xpacuulx 
xepyauimoo, eraueax x ueiă, B opase BOrOML1EpM, CXHOI, WEp1bi CE MEOBIECKOTO, 
Garoponcra N KpACOTII, KAK IUIACTIAECKAA METAOPA, nporvanbisaer YHOAOGIIe- 
Me 6 PACHIyeRAIOIIEMyEA Y MAC Ha FIA3aX AWMROBMIIAOMY UBETAY. Amt uIecro- 
Kolb BH3ALBAZOT 8 EaMVITH OGpe3ta Ay GyTONOB, 

Hepenro cunTaIor HanGonee XaparepisiN mpranazom mot yezosrocmb usodpa- 
acenuta. HO, 8 cyupioerii, DCAKOE MCRYEETBO YEAOBHO —M APEBMEPYCEROE 1 MEKYCCTO, 
uonoro npemci. Tout XAPakTep YENOBOCTII 3 ApEBtiepyECKOĂ HkOHOmcu HO, 
mem 3 uBonici Apyrux 3n0x. JIA Toro ToBia Ofer ceGe OcoGeunocri 13133, 
petnepyeeoii MKORONIICI, WHO NOMINETE, WTO a mm He KYR0E usobpaacerue 
WNeso 3averme oB1em. ÎT0 He TOIKO, BOCHPOXIAEZEIe vacruoro npemera, 
coBniru, 10 u Packpririte er BeeOBUIErO EMUICAA M, COOTBETETBEIIO ITOMY, atine. 
eue 3MEMEWTOB, KOTOPule BAxuui ATA NOHMANNA 3TOFO BecOGUlero, Cmiera 
oGpasa, 

B onaX XVI nexa Gone 1apaxTepa, neHXOmoriuA, NO 9MGinenaiinOCTI ucveszer. 
B npeniepyeezoit MKONODICI KOIITYP HE T05K0 ABMETCA rparunleiă npenMeron, no 
n oGtazaer cnocoGHoCTă10 nepeasars ux atyrperume cua, noernte, Bnaroapa 
manelinony PUTNy Caoux oveprauuii antrena B «Pacnarun» Țlnonucia rax nano 
natieyr no BO3ayĂy. Î NOHA AM PECHE MACTEpA CONPHRACALOTEA € OTit- 
mecxuntu, oruaera € Borrienuut. Ho 8 WOHONIICH ue BcTpevaerea KOITypoR Gecno- 
KOVtulX, NETAMCTIIĂ, BOHNCTBIX 4 saryranHBtX. Flpeauepycese Ay oua cent 
a 7eM, sofia KoxTypul He pasGusamt «Gozsuioii (popa. Ipexpacrize npumepei 
3roy — moni eopruiinetuntiiv  «bezop Crpanaa esxuzuenm» Memate Cui 
one n ysopti na aarax oprita, FuyTit pyRa GEROpa, COOTBCTETBVIOLIAA Pyr- 
10My Mesy, e PasGisna1oT ueenoctii 060% CINyaTen, 

Konoauta — cuatbiaa CTopona apesiepyeeKiet uxori. PAROM C MRONAM KapTinuui 
MOBOro BPEMEHI IIIGEAHO NPORTPUBAIOT: DHX 1 TAR OTICTAMBO BHIPAXENO 
nocrporiine uenoro. JUza "Toro vToGHi Oulenitrh Oteasiiyio: ukomy, neoGxozuts0 
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This dark cherry-red silhouette is echoed by the golden silhouette of the half-length 
figure of the Child—graphically expressing his filial dependence on His mother. The 
Virgin's upraised arms together with the edge of her maphorion, form a loose curve 
which indicates the solid reality of the Child's body. There is a faultless relationship 
between the gesture of the arms, symbolising the mystery of her motherhood, and the 
reverse, centripetal movement of'the red-coloured cherubim flying towards her. In addi- 
tion to conveying a sense of human nobility and beauty, the image of the Virgin seems, 
as if by some graceful metaphor, like a fabulous flower unfolding under one's very gaze. 
The red six-winged cherubim suggest two flowerbuds. 

Frequently the conventionality of the image is considered the most characteristic 
feature of icons. But in fact all art is conventional, both early Russian and the art of 
the later periods. It is simply that the character of the conventionality in early Russian 
icon painting difters from that of the paintings of other periods. To understand, to 
explain to oneself the pecularities of the language of early Russian icon painting, 
it must be remembered that almost every one of the representations also had a meaning 
as an emblem. This is not only a representation of a particular object or an event, but 
also a disclosure of its broader meaning and, consequently, a stressing of the ele- 
ments Which are most important for an understanding of the wider meaning of the 
image. Sixteenth century icons have more character and psychology but the em- 
blematic quality disappears. 

In early Russian icon painting outlines not only serve to denote the borders of 
objects, but also possess the ability to relate their inner strength and movement. 
Thanks to the linear rhythm the angels in Dionysius” Crucifixion seem to soar in 
mid-air. In their understanding of linear design Russian craftsmen come close to that 
of the Gothic artists and, to some extent, to Botticelli, though icon painting has no 
restless, undulating confused or looped-like contours. Early Russian painters saw to it 
that contours did not violate the general form. Good examples are the icons of Sr George 
on Foot and St Theodore Stratilates. The minute folds of the clothes and the design 
on the armour worn by St George, and the bent arm of St Theodore, which corresponds 
to the curved sword, do not break the integrity of the two silhouettes. 

Composition is the strongest aspect of early Russian icons. In comparison with icons, 
paintings of the later periods invariably lose: the compositional build-up of the whole 
is not so clearly expressed. To appreciate individual icons one must understand properly 
the general laws of icon composition. Almost every icon was thought of as a likeness 
of the world, and accordingly each has a central axis. The icon has elements ofa trip- 
tych, and because of that the two sides of the central axis are perceived as side wings 
or leaves. The upper part is seen as the sky, the higher ranges of life, while down below 
the earth, the ground is indicated and, in some cases, Hell below it. The main structure 
of the icon, whatever the subject, influences its composition, whether it is the Naviriry 
or the Crucifixion, the Baptism or the Intercession. 

Besides the three element structure with the emphasis on the central axis there is another 
type, a two-part one, in which the central axis is only of a dividing character. In such 
cases, the figures surround an empty space, as it were, and the composition preserved 
symmetry, both of form and of meaning. The observance of consistently maintained 
structures did not rule out some deviations. But even where there were deviations, the 
basic scheme preserved its meaning, reminding the viewer of the necessity to observe or- 
der and peace in the world, and that every movement gives rise to a countermovement. 
Various forms of composition were not only designed to suit various tastes. In an icon 
every form invariably has a definite meaning. The Novgorodian icon of the Jntercession 
and the Moscow one do not deviate from the general iconographic type but composi- 
tionally the two are quite difterent. The Novgorodian one has the entire surface of the 
icon divided into squares and rectangles. Within them we see the figure of the Virgin 
and the figures of the those who witnessed the miraculous appearance of the Virgin 
in Constantinople when it was beseiged by the enemy. It is characteristic that even 
the domes of the church are placed in such a way as to resemble five individual churches. 
In the Moscow icon of the Intercession, which goes back to a much earlier Suzdalian 
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prototype the Virgin and the witnesses make up an integral group, forming a semi- 
circle which is completed in the sky by a cloth supported by two angels. The figure of 
the Virgin does not tower over other figures, it seems to be larger only in comparison 
with the slim building behind it. The Novgorodian /ntercession resembles the hierarchi- 
cal Last Judgement. The Moscow Intercession resembles the scenes of the Exaltation 
of the Virgin, and the Acathistos ot Dionysius” Ferapontov frescoes. 

The scenes from the lives of SS Boris and Gleb in the sixteenth century icon are a good 
example of the great compositional skill of our early icon painters. In the Secret Burial 
of Vladimir the secrecy of the removal of his body is conveyed by means of figures which 
are seen bent low, and by low curves which repeat the outlines of the vaults of the 
church. This is a two-part composition. The scene of Boris's Prayer Before His End is 
quite different. It is clearly based on a three-part structure. The icon of the Saviour 
is on a central axis, as is the white tent symbolising a church or the Universe. Boris, 
his servant and the priest stand on the two sides of the axis like the pious executors 
of the law. The two groups of warriors flank the scene in a menacing manner (antici- 
pating the subsequent scene of the murder). This border scene is an example of the 
moral significance of composition in early Russian icons. 

While on the question of the architectonies of the icon, mentions should be made of 
What used to be called palamoye pismo, the portrayal of buildings in the icon. The 
historian will find scarcely any authentic representations of early Russian buildings. 
But they always express and represent aesthetic and ethical ideals. The height of the 
city walls in the Entry into Jerusalem, their whiteness are seen as the embodiment of 
epic might. The Church of St George in the scene of the /nfidel Shooting at the Icon 
of St George is a stronghold of piety. In the border scenes of the later icons of Sr 
George, various palaces are represented as observation towers from which dwellers 
in some legendary city admire the heroic deeds of their protector. 

The Russian icon should not be looked upon as purely two-dimensional art, like the 
Persian miniature. At the same time it should not be considered at fault because, 
unlike Western painting of the Renaissance epoch, it is not strictly consistent. Elements 
of'spatial depths appear in icons here and there. They are noticeable in the Novgorodian 
Dormition (shortened version), which is close to the fourteenth century Novgorodian 
frescoes, and even more so in the Annunciation from Zagorsk, to some extent in Rublev's 
Old Testament Trinity, with its three planes, and later in the border scenes of the icon 
of St Alexius with Scenes from His Life by Dionysius. But space in icon painting of 
the “golden age” is definitely different in kind from that of the seventeenth century, 
when Russian painters began to imitate the West. Space is not represented in them 
as a definite entity which is entered or left by the figures represented. It exists in uninter- 
rupted connection with the figures, is brought into being by them, and is expressed 
through their movement or positions. It is a derivative of the inner life of the icon and 
consequently cannot be measured. The very tasks of arranging space in Russian icons 
differ from those in Renaissance painting. The accepted term “inverse perspective” 
is misleading, possibly creating the impression that early Russian icon painters actually 
aimed at some kind of “inside-out perspective”. 

To understand the way space was seen in the icon a close study must be made of how 
the task was solved in individual cases. In the scene of the Discovery of the Remains 
of Alexius Dionysius represents the figures and buildings on three planes. This border 
scene very clearly narrates the actions: the saint in the coffin is contrasted to figures 
standing beside it. Only the bowed figure of the prince and the inclined lid of the 
coffin convey an idea of what is taking place. But because of the inverse perspective 
the sarcophagus seems to be suspended in mid-air. The feeling is created that it now 
belongs to a different world from the rest of the figures and the buildings in the back- 
ground. The entire scene acquires a highly spiritual character. 

The colours of early Russian icons won general appreciation long ago. But the impres- 
sion of bright colourfulness, joy, and rich and variegated colour does not exhaust the 
meaning of the colour range of icon painting. Early icon painting is a great and complex 
art. To understand it it is not sufficient simply to admire its bright colours. 
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Colours in icons are not at all the colours of nature; they depend less on colour 
perception of the world, than the painting of the later periods. Nor do the colours 
obey conventional symbolism and it cannot be said that each of them has a consistent 
meaning. But colours were of decisive importance in image creating. We say “the blue 
Dormition”—this colour is of no special significance, but it gives the scene a charming 
tenderness. We say “Elijah on red”—perhaps here red means the sky into which the 
Prophet ascends, but the main thing is that it is in tune with his furious gaze. At times, 
with just one colour, for instance, the red cloak of St George billowing in the wind, 
a profound characterisation is achieved—here of St Goerge as a passionate defender 
of faith, as a martyr and hero. 

Early Russian painters inherited the tonal painting of the Byzantines, with its subdued, 
at times sophisticated dull hues expressing a mood of repentance. In the fourteenth 
century Theophanes appeared as the master of low-brilliance saturated hues: cherry 
red, dark blue, dark green and brown. He had superb mastery over the interplay of 
complementary colours and over illumination; light with him falls on bodies cloaked 
in darkness, like heavenly bliss on sinful earth. Only in his icon of the Dormotion from 
the Donskoi Monastery does the red cherub burn bright like a candle by the bier. 
Early Russian painters were opposed to this understanding of colour and tried to 
establish their own understanding in every way. Written texts of that period list the 
favourite colours of our icon painters: ochre, cinnabar, red lake, purple, golubers blue, 
emerald green and others. In actual fact the gamut of colours in early Russian painting 
is much bigger. Besides the pure primary colours, there are many intermediate ones, 
of varying brilliance and saturation, among Which are some shades of red and violet 
of exquisite beauty in themselves, and at times shades which have no name and cannot 
be described in words, but which can be caught only by man's eye— colours which glow, 
shine, sparkle, which ring and ring, thus conveying tremendous joy. 

In the thirteenth-fourteenth century icons there becomes evident a love of pure, bright 
colours, not clouded by hightlighting or interrupted by gold hatching. In these early 
icons, the bright glowing cinnabar dominates, as an expression of joy and festivity. 
The clear colours give the icons the ability to produce an eflect even in the half-gloom 
of a church interior. Frequently pure colours are juxtaposed in contrast: red, blue, 
white and black. These colours have body, they are solid, almost weighty and tangible, 
and that somewhat limits their radiance. At the same time they impart to icons an 
immense power of expression. 

Rublev's colour range, above all in his Old Testament Trinity, possesses a purity unusual 
in Byzantine icon painting. His golubers burns with a blue flame. The predominance 
ofcold colours, of blue, violet and emerald green in the icons of Rublev and the painters 
of'his school gives them a character of lofty spirituality. In Rublev's Zvenigorod Deesis 
there is not a trace of Byzantine gloom, nor the carefree, joyous, motley colours of the 
Novgorodian icons. Each icon seems to have a golden glow, each has its own definite 
tonality and this heightens the impression of harmony. 

Fifteenth century Novgorodian painting preserved the traditional love for bright, 
resonant colours, with cinnabar predominating. But whereas before the colour was 
of a tangible character now it acquires the quality of light. In the more archaic icon 
of St George and the Dragon the red background fills the entire plane of the icon, 
limiting the wbhiteness of the horse. In the fifteenth century icon of Sr George the red 
cloak emerges like a burst of flame from blinding wWhiteness, from the gold-tinged 
background of the icon. Later, in the Novgorodian tablets, the colour surface is 
broken by contours and highlighting to such a degree that its colour impression is 
weakened. 

An intensified feeling for colour is also characteristic of the Pskov school, but unlike 
the ringing colour range of Novgorod the predominant tones are earthy and green, 
at times quite drab. On the other hand, Pskov icons never look gaudy. With them the 
colour comes from somewhere in the depths of the panel, it begins to burn, to glow, 
expressing the inner fires of the spirit, and corresponds to the spiritual, intent expression 
in the faces of the Pskov saints. In the Novgorodian icons the bright colours burn in the 
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clear light of day—it is “icon painting en plein air”. In the Pskovian Nativity colours 
and light originate from mysterious shadows as a hint of the Holy Night. 

There was no strict regulation of colour in individual schools of early Russian icon 
painting, painters enjoying considerable freedom. However, one task always confronted 
them: independent of the subject, colours had to form something integral, thus supply- 
ing an outlet for what was characteristic of each one of them. Frequently the centre 
of composition in icons was stressed, the balance between the parts established, and 
colours were interwoven in an integral pictorial fabric. The colour range was expected 
to make each panel a likeness of the world, to express world harmony through the 
language of colour. The Novgorodian icons, both the Last Judgement and the Battle 
of the Novgorodians with the Suzdalians, independent of the fact that their themes are 
so different, present joyous spectacles with complementary colours alternating over 
the surface of icons. The red fire of Hell and the red of the Novgorodians” kafrans and 
their standards give both icons a festive character. The same joyours colours soften 
the dramatic quality in the border scenes from the life of Sr John the Theologian in the 
sixteenth century icon from Suzdal. 

In the work of Dionysius and the painters ofhis circle, colours had one precious quality: 
they lost part of their brilliance and saturation but acquired the quality of radiance. 
This marked the final departure from Byzantine tradition. Light was not laid over 
colour—colour highlighting did not break it up. Colours became translucent, distantly 
resembling stained glass or watercolour. The while gesso ground can be seen through 
them. St Basil the Great is depicted by Theophanes wearing robes with a cross design, 
but his figure merges into the drab background of the panel. In an analogous icon 
by Dionysius, the white raiment of St Gregory the Theologian seems glowing by con- 
trast with the yellowish background and the rare black crosses. A most difficult task has 
been solved here—white lead has been transformed into a patch of colour. 

All this disappears in the icon painting of the sixteenth-seventeenth centuries. Dark 
tones dominate, at first highly saturated, ringing and noble. Later they are replaced 
with dull earthy tones, with a considerable proportion of black, and dark green back- 
grounds appear. Even the gold glow of the Stroganov icons cannot be compared with 
the radiant colours of Dionysius. 

Nothing that has been said about the artistic worth of early Russian icon painting 
exludes a critical evaluation of it. The Russian school has produced remarkable works 
of art. But what checked its upsurge? Could it be only reasons of an external order? 
Was it the necessity to emulate the foremost Western countries that led to a need to 
sacrifice the traditions of the past? Even if one acknowledges the partial justice of such 
an explanation as far as the time of Peter the Great is concerned, it is natural to ask 
whether ancient Russian icon painting itself had certain features which rendered it 
unable to withstand the impact from outside. 

A century ago Fyodor Buslayev reproached early Russian painting for lagging behind 
the Renaissance in the West, for “lacking the correct draughtsmanship, perspective and 
colour range, rendered intelligible by light and shade”. Today such reasoning is not 
convincing. Now it is clear that early Russian icon painting had valuable qualities of 
its own, and was an art in its own right. But there was something else which robbed 
it of viability. The upsurge of art in fifteenth century Russia was not accompanied by 
the development of a new and humanistic culture. Russia had no free cities with whose 
views the monarchy had to reckon. Long before Peter the Great, Russian autocracy 
and the Church had dealt the first blow to art when they made it a weapon for their 
own use. Icon painting had no strength to pass on the traditions of the past to secular 
art. It began to acquire the features of a handicraft. Creative endeavour survived only 
among the masses of the people, in distant places, in the provinces, in peasant art, 
in icons resembling popular lubok prints, in the painted decoration on distafis. But 
this was no longer great art. One cannot say that it took into itself the legacy left by the 
great masters of early Russian icon painting. 

What place should be given to early Russian icon painting in art history? Within the 
confines of our country it occupies a place somewhere between the art of the Scythians 
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and the Antes and the time of Peter the Great. In the history of Byzantine art is looks like 
an offshoot of the art of'the Comnene period, and in particular of the Paleologue. In the 
history of European art it is analogous to the late Middle Ages, their autumnal wither- 
ing. But such a classification is of an external, formal character, and does not reveal 
the true significance of early Russian icon painting. 

Early Russian icon painting is one of the important phenomena of world art, a pheno- 
menon which is unique and of great artistic value. It was brought about by the specific 
path of development taken by our country. But the treasures created by it belong to the 
world. In importance our early icon painting can be placed alongside ancient Greek 
vase painting, Etruscan murals, Byzantine mosaics, Gothic stained glass, Persian 
miniatures, and the altarpieces of the early Italian Renaissance. (Some paintings 
by Uccello are remarkably close to icons.) 

In the solution of the basic tasks of art Russian icon painters persued a path of their 
own. In Russia the Renaissance was unable to develop to such dimensions as in Italy. 
Russian painters only groped towards the art of antiguity, but in the fifteenth century 
they were closer to fifth century Attic art than any other European nation. The finest 
achievements of early Russian icon painting constitute “pure painting”, which is so 
often missing from the work of post-Renaissance artists. For us, early Russian icon 
painting is an immense treasure, because in it many features of the new Russian art, 
the work of such masters as A. Ivanov, Surikov and Vrubel, and also the aesthetic 
principles of poetry from Pushkin to Blok were anticipated. 
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TIETP U IIABEJI 35 


Pycckui My3ei, Jlenunrpan 


XII—XIII BB. 
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15 


12th century Detail 


ST DEMETRIUS OF THESSALONICA 


HMUTPUH COJIYHCKUHĂ 
Tretyakov Gall 


"Tperbaosexaa ranepea, Mockaa 


Dparmenr 


Dparmenr — XIlB. BOTOMATEPb BEJIHKAA IIAHATHA THE VIRGIN GREAT PANAGIA 12th century 
(Tax nasbrBaemaa ApocnaBckaa Opanra) (the so-called Virgin Orans of Yaroslavl) 


TperbakoBckaa ranepea, MockBa Tretyakov Gallery, Moscow 


CIIAC HEPYKOTBOPHBIIĂ 
TperrakoBckaa ranepea, MockBa 


38 


THE VERNICLE 
Tretyakov Gallery, Moscow 


124h century 


XII 5. APXAHTEJI 39 AN ARCHANGEL 12th century 
(Tak Ha3biBaeMbLă 3naTbie Baca) (the so-called Archangel with the Golden Hair) 


Pycckuii My3eiă, Jlennnrpan Russian Museum, Leningrad 
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Dparmear XII. HUKOJIA CO CBATPIMU HA INOJNAX 


TperbaxoBckaa ranepea, Mocxza 


12th century 


Tretyakov Gallery, Moscow 


“DparMeRT Koneu XII B. HHKOIJIA ST NICHOLAS Late Detail 


12th century 


Pycckuii My3ei, Jlenanrpan Russian Museum, Leningrad 


masa XIII. 


BOTOMATEPb 
Bnaropemencruit co6op MocxoBcxoro Kpemna 


4 


THE VIRGIN 
The Annunciation Cathedral of the Moscow Kremlin 


12th-early 
13th century 


a m e a 


i 
| 


BOTOMATEPb BEJIO3EPCKAA 3 THE VIRGIN OF BELOZERSK 13th century 


Pycckuii My3ei, Jlennnrpan Russian Museum, Leningrad 


XIII 8. ABJIEHHE APXAHTEJA MUXAHJIA 44 THE APPEARANCE 13th century 


HHCYCY HABHHY OF THE ARCHANGEL 
BnaroBeumencknii co6op MockoBckoro KpeMna MICHAEL TO JOSHUA 


The Annunciation Cathedral of the Moscow Kremlin 


IV 


HKOHOIIHCb 
BPEMEHH MOHIOJIBCKOTO HIA 


ICON PAINTING 
OF THE PERIOD OF THE MONGOL OPPRESSION 


.. 

.. 
. 

. 


9 Nat 0) ae 
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SS BORIS AND GLEB Early 


Dparmear Hauano XIV a. BOPUCuU [J 
14th century 


P 
WU 


Pycckuij , Jlenunrpan Russian Museum, Leningrad 


BOPHC U TJIEB S BORIS AND GLEB Early 


> 14th century 
Pyceknii my3eii, Jlenuurpaa Russian Museum, Leningrad 


XIV ». s BOPUCU [JIEB 47 SS BORIS AND GLEB 14th century 
TperrakoBckaa ranepea, MockBa Tretyakov Gallery, Moscow 


n, 


9 Ma i 
o ai 
LAS za 


A 


Cpenuun HUIbA IIPOPOK B I1YCTBIHE C XHTHEM 
H AEHCYCOM 


Tperbaxosckas ranepea, MockBa 


Hawano XIV B. TEOPTUH C XUATHEM 49 ST GEORGE WITH SCENES ia Peruci 
Kneiimo: 'eoprua XTyT CBEYaMA FROM HIS LIFE 
Pycckuii My3eii, Jlennurpan Border scene: Sr George Being Burnt with Candles 
Russian Museum, Leningrad 


HHKOJIA 3APAHCKHIĂ C XHTAEM 
Kneiimo: Tlpusenenne Bo ysesne 
TperbakoBckaa ranepea, MockBa 


50 


ST NICHOLAS OF ZARAISK 
WITH SCENES FROM HIS LIFE 
Border scenes: The Leading of Nicholas to His Tutor 
Tretyakov Gallery, Moscow 


14th century 


XIV B. 


HUKOJIA 3APAHCKUH C XHTHEM 
Kneiimo: H3GaBnenue JIMUTPHA CO ma MOpA 
"TperrakoBckaa ranepea, MockBa 


5l 


ST NICHOLAS OF ZARAISK 14th century 
WITH SCENES FROM HIS LIFE 


Border scene: The Saving of Demetrius 
from the Bottom of the Sea 


Tretyakov Gallery, Moscow 


XIV e. BOPHC U TJIEB C XHATHEM 52 SS BORIS AND GLEB 14th century 
"Tperbskosckaa ranepea, MockBa WITH SCENES FROM THEIR LIVES 
Tretyakov Gallery, Moscow 


14th century 


SS BORIS AND GLEB 
WITH SCENES FROM THEIR LIVES 
Border scene: Boris Dreams about His Death 


53 


BOPHC U TJIEB C XHTHEM 
Kneiimo: BOpHC BAHMAT COH O CMEpTu CBOCĂ 


XIV e. 


TperbakoBckaa ranepea, MockBa 


Tretyakov Gallery, Moscow 


Konen XIV ». HUKOJIA C XATHEM 54 ST NICHOLAS WITH SCENES i pia 
Kneiimo: ABnenne enapxy EBnaBnto FROM HIS LIFE 
TpereakoBckaa ranepea, MockBa Border scene: The Appearance to the Eparch Eulavius 
Tretyakov Gallery, Moscow 


Koneu XIV e. HHKOJIA C XHTHEM 55 ST NICHOLAS WITH SCENES ZA Late 
th centur) 
KneiiMo: ABneHne MyXaM B TEMHHALE FROM HIS LIFE - 

TperakoBckaa ranepea, MockBa Border scene: The Appearance to the Men in the Dungeon 


Tretyakov Gallery, Moscow 


Koneu XIV n. UYH0 TEOPTHA O 3MHE 56 ST GEORGE AND THE DRAGON Ve Late 
ih ceata 
Pyceknii my3eii, Jlesnnrpan Russian Museum, Leningrad 3 


it if Der e "2-2 e 


Early 


15th century 


THE PROPHET ELIJAH 


Tretyakov Gallery, Moscow 


HJIbA IIPOPOK 57 


TperrakoBckas ranepea, MockBa 


Hasano XV B. 


Dparmenr HHKOJIA 3APAHCKUHĂ C XUTHEM 9 ST NICHOLAS OF ZARAISK 14th century Detail 
"TperbakoBckaa ranepes, MockBa WITH SCENES FROM HIS LIFE 


Tretyakov Gallery, Moscow 


V 
PEOPAH IPEK H EIO BPEMA 


THEOPHANES THE GREEK AND HIS TIME 


Pparmenr 1405 PEOPAH [PEK THEOPHANES THE GREEK Detail 
BOTOMATEPb THE VIRGIN 


Wxkona AeHCyCHOro uHHa HKOH Icon from the Deesis Range of the iconostasis 


BnaroBemenckoro coGopa MockoBckoro Kpemna of the Annunciation Cathedral in the Moscow Kremlin 


1405 


DEOGAH TPEK 
BACUJINĂ BENUKUIĂ 
Vona HeucycHoro uua uxonocTaca 
BnaroBenencoro coGopa MocxoBckoro Kpemaa 


60 


ÎL SĂĂcR 
MR E: 


THEOPHANES THE GREEK 
ST BASIL THE GREAT 
Icon from the Deesis Range of the iconostasis 
of the Annunciation Cathedral in the Moscow Kremlin 


1405 


1405 
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DEOPAH TPEK 61 THEOPHANES THE GREEK 1405 
BOTOMATEPb THE VIRGIN 
Hxona 1eHCyCHOro uHHa HKOHOCTaca Icon from the Deesis Range of the iconostasis 


BnaroBemenckoro coGopa MockoBckoro KpeMna of the Annunciation Cathedral in the Moscow Kremlin 


| 
| 
| 


Koneu XIV a. “DEOPAH TPEK H ETO IIKOJIA 62 THEOPHANES THE GREEK AND HIS SCHOOL Late 
YCHEHHE THE DORMITION Ab ceai, 
O6opor uxoubi «Boromarepb /loRCKas The reverse of the Virgin of the Don icon 


Tperbaxonckas ranepea, Mocksa Tretyakov Gallery, Moscow 


at pn ! 


a N 


PEOPAH IPEK U ETO LIKOJIA THEOPHANES THE GREEK AND HIS SCHOOL Late Detail 
BOIOMATEPb AOHCKAA THE VIRGIN OF THE DON ih century 


TperbakoBckaa ranepea, MockBa Tretyakov Gallery, Moscow 


parmenr Koneu XIV B. 


Havano XV a. DEODAH TPEK (7) 64 THEOPHANES THE GREEK (2) Early 
TIPEOBPAXEHHE THE TRANSFIGURATION 15th century 


Tperbaxoncxaa ranepea, MockBa Tretyakov Gallery, Moscow 


Pparmenr Havano XV B. PEOPAH IPEK (?) THEOPHAN THE GREEK Early Detail 
IIPEOBPAXEHUE THE TRANSFIGURATI ISth century 


“TperrakoBckaa ranepea, MockBa Tretyakov Gallery, Moscow 


ZI A 


1405 EOGAH FPEK 66 THEOPHANES THE GREEK 1405 
TIABEJI ST PAUL 
WxoHa neuCyCHOro wuHa MKOHOCTaCa Icon from the Deesis Range of the iconostasis 


BnaroBeuenckoro coGopa Mockosckoro Kpemna of the Annunciation Cathedral in the Moscow Kremlin 


VI 
AH/[PEH PYBJIEB H ETO BPEMĂA 


ANDREI RUBLEV AND HIS TIME 


“DparMenr Hauano XV B. AH/DPEH PYBJIEB ANDREI RUBLEV Early Detail 
TPONLA E OLD TESTAMENT TRINITY 15ih century 


TperrakoBckaa ranepea, MockBa Tretyakov Galle Moscow 


pene  Havano XV a. APXAHTEJI MUXAHUI C XHTHEM THE ARCHANGEL MICHAEL Early. Centre 


15th centuri i 
Apxanreasceuit coGop MockoBcxoro Kpemara WITH SCENES OF HIS ACTS = e 


The Cathedral of the Archangel Michael 
of the Moscow Kremlin 


Havuano XV s. 


APXAHTEJI MAXAHJI C XHTHEM 
Kneiimo: Ilokaanue npopoka laguna 
Apxanrembckuii coGop MockoBckoro Kpemna 


69 


THE ARCHANGEL MICHAEL 
WITH SCENES OF HIS ACTS 
Border scene: The Penance of King David 


The Cathedral of the Archangel Michael 
of the Moscow Kremlin 


Early 
15th century 


Hawano XV n. 


APXAHTEJI MUXAUUJI C XUTHEM 
Kneiimo: IloGnerne Boiicxa accupuiickoro 
Apxanreneckuit co6op Mockoeckoro Kpemina 


70 


THE ARCHANGEL MICHAEL 
WITH SCENES OF HIS ACTS 
Border scene: The Defeat of the Assyrian Host 


"The Cathedral of the Archangel Michael 
of the Moscow Kremlin 


Early 
15th century 


Havano XV B. 


APXAHTEJI MAXAHIJI C XHTHEM 
Kneiimo: Bopr6a HaxoBa c anrenoM 
Apxanrensckuiă co6op MockoBckoro KpeMna 


TI 


THE ARCHANGEL MICHAEL Early 
15th century 

WITH SCENES OF HIS ACTS 

Border scene: Jacob and the Angel 


The Cathedral of the Archangel Michael 
of the Moscow Kremlin 


——n 


eine) Hasano XV LUAPCKHE BPATA 4 THE ROYAL DOORS 

urez ua 

«Bnarone- 3aropckuii HCTOPHKO-Xy NOXeCTBeHHbIi Art Museum and Ancient Monument, Zagorsk from the 
Annuneiation 


atena 
y3eii-sanopertant, 3aropex 


Tic za Ola a Aa TIPA3JIHHKU 73 CHURCH FEASTS Late Detail: 


PoxnecTBo f i 14th century The Nativiry 
XpucroBo TperbakoBckaa ranepea, MockBa Tretyakov Gallery, Moscow of Chris 


1405 BXOA B HEPYCAJIHM 74 THE ENTRY INTO JERUSALEM 1405 
Vora NIpa3ARUSHOrE snHa HKOHOCTacA Icon from the Church Feasts Range 
BnaroBemenckoro coGopa Mockosckoro Kpemna of the iconostasis of the Annunciation Cathedral 
în the Moscow Kremlin 


Dparmeur 1405 POX/ECTBO XPHCTOBO 76 THE NATIVITY OF CHRIST 1405 Detail 
Vona pa3AHHIHOTO WHHa HKOHOCTACA Icon from the Church Feasts Range 
BnaroBeutenckoro coGopa MocxoacKoro Kpemaa of the iconostasis of the Annunciation Cathedral 
in the Moscow Kremlin 


30 mi d XR. 
se gaze ci ceea dei 


: 3 
E) « A 
A 
Dparmenr 1405 BOCKPEUIEHHUE JLA3APA 7 fi | THE RAISING OF LAZARUS 1405 Detail 
Vona Npa3/AHHUHOTO WHHa HKOHOCTaca Icon from the Church Feasts Range 
Bnaroeuenckoro co6opa MockoBckoro KpeMua of the iconostasis of the Annunciation Cathedral 


in the Moscow Kremlin 


1405 


| 
| 


APXAHTEJI MHXANJI 


Voua encycHoro ura Hxoocraca 
Bnarogeuencxoro coGopa MockoBckoro Kpemua 


THE ARCHANGEL MICHAEL 


Icon from the Deesis Range 
of the iconostasis of the Annunciation Cathedral 
in the Moscow Kremlin 


TIPEOBPAXEHHE 


Hxona npa3/1HHWHOTO UHHaA HKOHOCTaCa 
BnaroBemenckoro coGopa MockoBckoro KpeMra 


79 


THE TRANSFIGURATION 


Icon from the Church Feasts Range 
of the iconostasis of the Annunciation Cathedral 
in the Moscow Kremlin 


1405 


parmenr | Havand AHAPEA PYBIEB 
CIIAC 


Tperbaxopckaa ranepea, MockBa Tretyakov Gallery, Moscow 


AH/IPEH PYBJIEB ANDREI RUBLEV Early 
ANOCTOJI IIABEJI THE APOSTLE PAUL 15th century 


Pparmenr Havano XV B. 


TperrakoBckaa ranepea, MockBa i kov Gallery, Moscow 


si moi m mice tat at ie Îl A RR Saare e na 


Hasano XV a. AH/PEA PYBINEB 82 ANDREI RUBLEV Early 
TPONLIA THE OLD TESTAMENT TRINITY 15% pene, 
Tpereaxopckaa ranepea, Mocxea Tretyakov Gallery, Moscow 


Early 


15th century 
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Tretyakov Gallery, Moscow 


AH/APEH PYBJIEB 
TPOHLIA 
TperrakoBckaa ranepea, MockBa 


pp ca 


Hasano XV B. 
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pi 
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Dparmenr 


POX/IECTBO XPHCTOBO THE NATIVITY OF CHRIST 


"TpereakoBckaa ranepea, MockBa Tretyakov Gallery, Moscow 


Dparmenr — Hauano XV B. POX/IECTBO XPHCTOBO THE NATIVITY OF CHRIST Early Detail 


1Sth century 


TperrakoBckaa ranepea, MockBa Tretyakov Gallery, Moscow 


Ceata BOTOMATEPb OAHTUTPHA 86 THE VIRGIN HODIGITRIA Mia-15th 
ză century 
“Tpersaxoscxaa ranepea, Mocxza Tretyakov Gallery, Moscow is 


VII 


HKOHOCTAC 
KAK XYHOXECTBEHHbIA AHCAMBIIb 


THE ICONOSTASIS 
AS AN ARTISTIC ENSEMBLE 


XVI B. DAHHUJI BO PBY JIbBHHOM 87 DANIEL IN THE LION'S DEN 16th century 


HoBropoAacKuHii HCTOPUAKO-apxUTEKTYpHblii Museum of Architecture 
My3eii-3anoBeaHuk, HoBropoa and Ancient Monument, Novgorod 


TIPOPOKU J1AHHHJI, AABUA H CONOMOH 


Tperaxoscaa ranepea, Mockaa 


88 


THE PROPHETS DANIEL, DAVID AND SOLOMON 15th century 


Tretyakov Gallery, Moscow 


PO —.. 


că 


oieri ae 2 


BOTOMATEPb 3HAMEHHE 


Tperbaosckas ranepea, Mockaa 


a PA Topa) | ii a arc] 


89 THE VIRGIN OF THE SIGN Late 


15th century 
Tretyakov Gallery, Moscow 


Koneu XV a. TIPOPOK HE3EKHUJIb 90 THE PROPHET EZEKIEL Late 
i z: 15th century 
Pycckuă My3eă, Jlenunrpan Russian Museum, Leningrad 


YCHEHHE 
Dpmura, Jleumurpan 


9l 


THE DORMITION 
Hermitage, Leningrad 


1th century 


UAPCKHE BPATA 


TperbsxoBckaa ranepea, MockBa 


97 
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pista n allee 
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THE ROYAL DOORS 1th century Hauano 


UY1O TEOPTUA 93 ST GEORGE Early 
XVI B. 16th century 
Tretyakov Gallery, Moscow O 3MHE AND THE DRAGON 
TpeTbAKOBCKaA ranepea, Tretyakov Gallery, 


MockBa Moscow 


THE APO; 


95. 96 


94 


ANOCTOJI IIETP - APXAHTEJI MHXAHII - BOIOMATEPb 


XV a. 


Tperbakogckas ranepea, MockBa 


APOSTLE PETER : THE ARCHANGEL MICHAEL 


Tretyakov Gallery, Moscow 


THE VIRGIN 


XV». CIIAC HA IIPECTOJE 


Tpereakoncxaa ranepea, Mocxza 


i ai ia inte e 


15th century 


ST JOHN THE BAPTIST . THE ARCHANGEL GABRIEL . THE APOSTLE PAUL 


100 


9899 


 TIABEJI 


Tretyakov Gallery, Moscow 
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THE SAVIOUR ENTHRONED 


15th century XV B. 
Tertyakov Gallery, Moscow 


HOAHH IIPEJTEUA - APXAHTEJI TABPUHIJI - ANOCTOJI IIAB 


TperrakoBckaa ranepea, MockBa 


Oxono 1502 r. DMOHUCUA DIONYSIUS 
APXAHTEJI MUXAUUI - BOTOMATEPb THE ARCHANGEL MICHAEL . THE VIRGIN 
Tperbakosckaa ranepea, Mockaa Tretyakov Gallery, Moscow 
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Oxono 1502 r. DHOHUCUHU DIONYSIUS 
HOAHH IIPE/I(TEUA . AINOCTOJI IIABEJI ST JOHN THE BAPTIST . THE APOSTLE PAUL 
TperrakoBckaa ranepea, MockBa Tretyakov Gallery, Moscow 


Oxono 1500. APXAHTEJI MHXAWIJI 105 THE ARCHANGEL MICHAEL e. 1500 
Pyccruit Myseiă, Jleruuir paz Russian Museum, Leningrad 
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e ilie Pers 4 a 
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THE ARCHANGEL MICHAEL 1516 


APXAHTEJI MAXAHIJI 106 
Pycckuii My3eă, Jlenunrparn Russian Museum, Leningrad 


1516 


XV a. (oxono MOINAUINHECA HOBIOPOJALILI THE PRAYING NOVGORODIANS 1th century 


1467 .7) ş A (e. 14672) 
Hosropo, c XHTEKTy pasă Museum of Architecture 


my3eă-sanoBentux, HOBropor and Ancient Monument, Novgorod 


VIII 
HOBI'OPOJICKAA HKOHOIIHCE XV BEKA 


X Vth CENTURY NOVGORODIAN ICON 
PAINTING 
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Dparmenr XV. TIPOPOKU JAHHHUI, ABUJI H COJIOMOH THE PROPHETS DANIEL, DAVID 15th century Detail 
TperrakoBckaa ranepea, MockBa AND SOLOMON 
Tretyakov Gallery, Moscow 


ti Diet te n mea 


eee va. POX/ECTBO XPHCTOBO 109 THE NATIVITY OF CHRIST First half 
"Tpereanopcxaa ranepea, Mocxaa. Tretyakov Gallery, Moscow 1360 serba! 


Konen XIV— PJIOP, HAKOB U JIABP 110 SS FLORUS, JACOB AND LAURUS Late 14th- 
navano XV B. Â S early 15th 
Pycckuii My3eă, Jlennurpan Russian Museum, Leningrad century 


Hasano XV n. AMUTPHĂ COJIYHCKUU C XUTHEM IBN! ST DEMETRIUS OF THESSALONICA 
Opmurax, Jleuunrpaz WITH SCENES FROM HIS LIFE 
Hermitage, Leningrad 


Early 
15th century 


Hauano XV a. YCIIEHHE 112 THE DORMITION Early 
i Și 15th century 
Pycckuii My3ei, Jlenunrpan Russian Museum, Leningrad 


CTPANIHBIIĂ CYA 113 THE LAST JUDGEMENT Mid-15th 
matur 
"Tperbsxoncxas ranepea, Mocxaa Tretyakov Gallery, Moscow i, 


„Taia ăi gara 
ee io vestitaj: 


Cepenuna BHTBA HOBIOPOI/ILIEB C CY3/NAJIPLIAMHA 114 THE BATILE OF THE NOVGORODIANS Mid-1Sth 
2/3: (Uyno or ukoHbi «3Hamenue») WITH THE SUZDALIANS SEDII, 
HoBroponcKHĂ HCTOPHKO-apxHTEKTyPHbIăĂ (The Miracle Worked by the Icon of the Virgin of the Sign) 
My3eii-3anoBenHuk, HoBropon Museum of Architecture and Ancient Monument, 


Novgorod 


CTPANIHPIA CYA 5 THE LAST JU 
"TperbakoBckaa ranepea, MockBa Tretyakov G 


Dparmenr  Cepenuna BHTBA HOBIOPO/ILIEB 116 THE BATTLE OF THE NOVGORODIANS Mid-1Sth Detail 


XV e. century 


C CY3/AJIbLIAMUA WITH THE SUZDALIANS 
(Uyno or HKOHbI (3HaMeHHe») (The Miracle Worked by the Icon of the 


HoBropoAcKkuii ACTOPHKO-apXHTEKTypHbrii Virgin of the Sign) 


My3ei-3anoBenHuk, HoBroporn Museum of Architecture 
and Ancient Monument, Novgorod 


Koneu XV a. 


BHUEBAHHE XPHCTA. 
B3ATHE NOA CTPAXY. 
HECEHUE KPECTA. PACIIATUHE 


HoBropozckuit HCTOPHKO-apXuTexTypribuli 
my3eit-3anonenurux, HoBropon 


117 


THE FLAGELLATION OF CHRIST. 
TAKING OF CHRIST INTO CAPTIVITY. 
BEARING THE CROSS. THE CRUCIFIXION 


Museum of Architecture 
and Ancient Monument, Novgorod 


Late 
15th century 


IBycroponnaa Bropaa TIOXBAJIA BOTOPOANUALILI 118 THE EXALTATION OF THE VIRGIN Second half "Two-sided 
raGnerxa NONOBHHA 15th century tablet 
XV a. TperbakoBckaa ranepea, MockBa Tretyakov Gallery, Moscow 


Oparmenr XV 4YA0 O GIIOPE H JIABPE SS FLORUS AND LAURUS 15th century Detail 
Tpereakoscxas ranepea, Mockea Tretyakov Gallery, Moscow 


XV a. 


UYI0 O PJIOPE HU JIABPE 
TperbakoBckaa ranepea, MockBa 


120 


SS FLORUS AND LAURUS 
Tretyakov Gallery, Moscow 


15th century 


XV». 


TEOPTUIĂ NEUINIĂ 
HoBroponcKHii HCTOPHKO-apxuTEKTypuibtiă 
myseii-sanoserux, Hoaropoz 


121 


ST GEORGE ON FOOT 
Museum of Architecture 
and Ancient Monument, Novgorod 


15th century 


Cpexuu Koneu XV s. PEJOP ATWUJIAT ST THEODORE STRATILATES Late Centre 


15th century panel 


C XHTHEM WITH SCENES FROM HIS LIFE 
HoBroponcKHĂ HCTOPHKO-apXHATEKTypHeIiă Museum of Architecture 
My3ei-3anoBenHuk, HOBropon and Ancient Monument, Novgorod 


HEBEPHE OMbI 123 THE INCREDULITY OF THOMAS 
HoBropoxcuii HCTOPHKO-apxurTeTypribrit Museum of Architecture 
Myaeii-3anoeanuak, HoBropoz and Ancient Monument, Novgorod 


Late 
15th century 


DTD PESTE 
AX ră et 


15th century 


124 THE RAISING OF LAZARUS 


BOCKPEIIIEHUE JIA3APA 


XV a. 


Russian Museum, Leningrad 


Pycckuiă My3ei, Jlennnrpan 


Koneu XV s. 


PEHOP CTPATHJIAT 
CXUTHEM 
Kneiimo: Carne enopa co xpecra 
u ero ncuexerue arenom 
HoBroponCKHii HCTOPUKO-ApXNTERTy peretii 
My3eii-sanoBenuk, HoBropon 


125 


THE THEODORE STRATILATES 
WITH SCENES FROM HIS LIFE 


Border scene: The Deposition of St Theodore 
and His Healing by the Angel 


Museum of Architecture 
and Ancient Monument, Novgorod 


Late 
15th century 


IX 
IICKOB 


PSKOV 


Oparmenr  XIV—XV sa. TIAPACKEBA IIATHULIA ST PARASKEVA PYATNITSA 14th-15th Detail 
centur: 
CXUTHEM WITH SCENES FROM HER LIFE 2 


Hcropuueckuii My3eii, MockBa History Museum, Moscow 


XV 5. 


PR. 


Ca Ul + 


MUTPUH COINYHCKAH 
Pycekuit my3eii, Jleriunrpan 


127 


ST DEMETRIUS OF THESSALONICA 
Russian Museum, Leningrad 


15th century 
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APXAHTEJI TABPUWHUJI 
Pycckniă My3eă, Jlenunrpan 


XIV B. 


XIV a. 


OTrHEHHOE BOCXOX/IEHUE 
WUIGU IIPOPOKA 


Wcropnuecuii My3eii, MockBa 


129 


THE PROPHET ELIJAH 
AND THE FIERY CHARIOT 


History Museum, Moscow 


14th century 


Dparmenr XVa. H35PAHHbIE CBATPIE: IIAPACKEBA INATHHULIA, 130 SELECTED SAINTS: PARASKEVA PYATNITSA, 15th century Detail 
TPHTOPHH BOTOCIIOB, GREGORY THE THEOLOGIAN, 
HOAHH 3JNATOYCT, BACUJIHH BEJNAKUH JOHN CHRYSOSTOM, BASIL THE GREAT 


TperbakoBckaa ranepea, MockBa Tretyakov Gallery, Moscow 


XIV—XV sn. POX/ECTBO BOTOMATEPU 131 THE NATIVITY OF THE VIRGIN 14th-15th 
C U3BPAHHBIMU CBATBIMU WITH SELECTED SAINTS za 
CoBpanne TI. Kopuna, Mocsa The P. Korin collection, Moscow 


Oparmenr XV. COIIECTBHE THE ANASTASIS 15th century Detail 
BO AJ (The Descent Into Hell) 


Pyccekuii My3eă, Jlennnrpan Russian Museum, Leningrad 


Boa COBOP BOTOMATEPU 133 THE SYNAXIS OF THE VIRGIN Second hair 
onosaa 14th century 
XIV Tperbaxoscxas ranepea, Moca Tretyakov Gallery, Moscow pe 


XV—XVI po. POX/IECTBO XPHCTOBO 134 THE NATIVITY OF CHRIST 1Sth-16th 
ntu 
C U3BPAHHbIMU CBATBIMU WITH SELECTED SAINTS aci 
TICKOBCKUIĂ HCTOPHKO-Xy NoxecTBeHHbIii My3eă, [ICkoB Art Museum, Pskov 


Dparmenr —XV—XVIsB, POX/IECTBO XPHCTOBO THE NATIVITY OF CHRIST 1Sth-16th Detail 


century 


C H3BPAHHBIMU CBATEIMU WITH SELECTED $ 


TIckoBCKUIi HCTOPHKO-XyAOXecTBenublii My3eii, TIcxoB Art Museum, Pskov 


Dparmenr O XV—XVI a. POX/IECTBO XPHCTOBO 3 NA / C 15th-16th Detail 
century 
C H3BPAHHbIMU CBATEIMUA Ș 


TICKOBCKHĂ HCTOPUKO-Xy 1oxecTBeHHblii My3eii, [ICKOB Art Museum, Pskov 


Oparmeur COOP BOTOMATEPU 3 SYNAXIS OF THE VIRGIN Second half Detail 


14th century 


TpersakoBckan ranepea, Mockea y Gallery, Moscow 


X 
MECTHBIE INKOJIBI XV-XVI BEKOB 


XVth-XVlth CENTURY LOCAL SCHOOLS 


ci Ata 


| : 


Detail 


Late 


15th century 


THE ENTOMBMENT 
Tretyakov Gallery, Moscow 
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Dparmenr 


Yonen XV 5. CONIECTBHE 139 THE ANASTASIS alee, 
Aa (The Descent Into Hell) i 


Tperbakoscxaa ranepea, MockBa Tretyakov Gallery, Moscow 
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Koneu XV s. NOJIOXEHHE BO IPOB 140 THE ENTOMBMENT a ee 
cen 
TperrakoBckaa ranepea, MockBa Tretyakov Gallery, Moscow Sy 


XIV n. BOTOMATEPb IIETPOBCKAA 141 THE PETROVSKAYA VIRGIN 14th century 


Tperbaxogckan ranepea, Mockaa Tretyakov Gallery, Moscow 


“bparmenr: 
Boroma- 


Tepb u3 
«BnaroBe- 
erna» 


XV—XVI Be. 


LIAPCKHE BPATA 
Myseii npeBHepyCCKOro HCKyCCTBA 
umeHu Annpea PyOnesa, MockBa 
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THE ROYAL DOORS 


Andrei Rublev Museum 
of Early Russian Art, Moscow 


15th-16th 
century 


Detail: 
the Virgin 
from the 
Annuncia- 
tion 


XV n. 


POP, JIABP, BACH 
H MOAECT 
Pyceknit myseii, Jleuuurpan 


143 


SS FLORUS, LAURUS, BLAISE 
AND MODESTE 


Russian Museum, Leningrad 


15th century 
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Dparmenr XxXV— 


UYJ10 O PJIOPE U JIABPE, 144 SS FLORUS AND LAURUS, 1Sth-early Detail 
nauano XVI B. 16th century 
BJIACUHH, CIIHPUNOHUHĂ BLAISE, SPIRIDONIUS 
Pycckuii My3eii, Jlenunrpan 


Russian, Museum, Leningrad 


XIV—XV na: HUKOIIA 3APAHICKUH 145 ST NICHOLAS OF ZARAISK tm ta 
CXUTHEM WITH SCENES FROM HIS LIFE 
Knelimo: Poxrenne Huxozi Border scene: The Nativity of Nicholas 
Pyccxuii myseli, Jlermirpan Russian Museum, Leningrad 


XVI 5 HOAHH 3JIATOYCT 146 ST JOHN CHRYSOSTOM 16th century 


ApxanHrenbcKHii My3eii H30Gpa3uTeIbHEIX HCKYCCTB, Museum of Fine Arts, Arkhangelsk 
ApXxaHre/bcK 


XVI n. 


HHKOIIA OILNEWHBIĂ, AEHCYC 
U W3BPAHHBIE CBATbIE 
HA MIONAX 
Pycexuii myaeăi, Jleuunrpan 


147 


ST NICHOLAS (HEAD AND SHOULDERS), 
THE DEESIS AND SELECTED 
SAINTS ON MARGINS 
Russian Museum, Leningrad 


16th century 


XVII a. UYHO O PJIOPE U JIABPE 148 SS FLORUS AND LAURUS 17th century 
Myseii n3oGpasunTenbHoro Museum of Fine 
A NPAKNaNHOTO HCKyCCTBA, CMONEHCK and Applied Arts, Smolensk 


XVI n. UIIbA TIPOPOK 149 THE PROPHET ELIJAH 16th century 
Pycekii my3eii, Jleuuuirpazt Russian Museum, Leningrad 


XI 
MHOHHCHH HU ETO BPEMA 


DIONYSIUS AND HISTIME 


Dparmenr Koneu XV B. DHOHHCUH 150 DIONYSIUS Late Detail 
AJEKCHH MHTPOIIOJIUT ST ALEXIUS, METROPOLITAN 15th century 


C XUHTHEM OF MOSCOW, WITH SC 
TperrakoBckaa ranepea, MockBa FROM HIS LIFE 


ES 


Tretyakov Gallery, Moscow 


Koneu XV . 


AMOHUCHA 
ANEKCUHH MATPOINOINUT 


CXUTHEM 
Kneitmo: Poxneune Enenbepus-Anexcua 
Tperbaxoncxaa ranepea, Moca 


151 DIONYSIUS Late 
ST ALEXIUS, METROPOLITAN e eee, 


OF MOSCOW, WITH SCENES 
FROM HIS LIFE 
Border scene: The Birth of Elevfery- Alexius 
Tretyakov Gallery, Moscow 


Koneu XV B. 


NHOHUCUAH 
AJNEKCUHĂ MATPONOJNUT 
C XHTHEM 


Kneiimo: OGperenne Monieii 


TperrakoBckaa ranepea, MockBa 
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DIONYSIUS Late 
ST ALEXIUS, METROPOLITAN Dl seal 


OF MOSCOW, WITH SCENES 
FROM HIS LIFE 
Border scene: The Discovery of the Remains 
Tretyakov Gallery, Moscow 


Koneu XV B. HMOHUCUĂ 
AJEKCHHĂ MHATPONOINUT 


CXHTHEM 
Kneiimo: Uyno 06 yMepmeM Mnanenue 
Tperbaxoncxas ranepea, Mockna 
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DIONYSIUS 
ST ALEXIUS, METROPOLITAN 


OF MOSCOW, WITH SCENES 
FROM HIS LIFE 


Border scene: The Miraele Worked Over the Deceased Infant 
Tretyakov Gallery, Moscow 


Late 
15th century 


Koneu XV B. 


DHOHUCUHA 
AJIEKCUH MHATPONOJNUAT 


C XHTHEM 
Kneiimo: Uyno 06 yMepueM MHaneHne 
TperbakoBckaa ranepea, MockBa 


154 


DIONYSIUS 
ST ALEXIUS, METROPOLITAN 


OF MOSCOW, WITH SCENES 
FROM HIS LIFE 
Border scene: The Miracle Worked Over the Deceased Infant 
Tretyakov Gallery, Moscow 


Late 
15th century 


parmenr  Oxono 1500. DMOHHCUĂ DIONYSIUS 
PACIIATHE THE CRUCIFIXION 
"TperbakoBckaa ranepea, MockBa Tretyakov Gallery, Moscow 


Detail 


c. 1500 


156 DIONYSIUS 
THE CRUCIFIXION 
Tretyakov Gallery, Moscow 


INOHUCUH 


Oxono 1500 r. 


PACIIATUE 
TperbakoBckaa ranepea, MockBa 


Okono 1500 r. UIKOJIA IIMOHHCUHA 157 SCHOOL OF DIONYSIUS e. 1500 
UIECTO/HEB THE HEXAMERON 


Tperbaxoncxaa ranepea, MocxBa Tretyakov Gallery, Moscow 


Dparmenr  Okono 1500rr. UIKOJIA JIHOHHCUA 158 SCHOOL OF DIONYSIUS e. 1500 Detail 
IIECTOAHEB THE HEXAMERON 


TperbakoBckaa ranepea, MockBa Tretyakov Gallery, Moscow 


Dparmenr | Onono 1500r. ATIOKAJIATICUC 160 THE APOCALYPSE e.1500 Detail 
Ycnenckuii coGop MockoBckoro KpeMra The Dormition Cathedral of the Moscow Kremlin 


Oparmenr  Orono 15007. ATIOKAJIUTICUC 161 THE APOCALYPSE 0.1500 Detail 
Ycnesckuit coGop Mockogcoro Kpemia The Dormition Cathedral of the Moscow Kremlin 
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AINOKAJIATICUC 
Ycneuckui coGop MockoBckoro KpeMnA 


Oxono 1500 r. 


Dparmenr 


Oxono 1500. O TEBE PANVETCA» “IN THEE REJOICETH” e. 1300 


Yenencuii co6op MockoBckoro Kpemna The Dormition Cathedral of the Moscow Kremlin 


Oxono 1500 r. NIKOJIA IIMOHUCUA 164 SCHOOL OF DIONYSIUS e. 1500 
YBEPEHHE POMbI THE INCREDULITY OF THOMAS 


TperrakoBckaa ranepea, MockBa Tretyakov Gallery, Moscow 


Oxono 1502 r. 


AHOHUCHĂ 
TPUATOPHHĂ BOTOCIIOB 


Pycckuă My3eii, Jlenunrpan 


165 


DIONYSIUS 
ST GREGORY THE THEOLOGIAN 
Russian Museum, Leningrad 


e. 1502 


XII 
IIEPBAA IIOJIOBHHA XVI BEKA 


FIRST HALF OF-THE XVlth CENTURY 


XVI B. TIAPACKEBA ILATHULIA 166 ST PARASKEVA PYATNITSA 16th century 
Pycckuii My3eii, Jlenunrpan Russian Museum, Leningrad 


Hasano XVI a. TIOKPOB 167 THE INTERCESSION 


Early 
16th century 
Pycckuii My3eii, Jlenunrpan Russian Museum, Leningrad 
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IlOKPOB 
Pycckuii My3ei, Jlenunrpan 
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Havano XVIB. 
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Ze 000 ta ale: 


dparment  Havano XVI n «O TEBE PANYETC “IN THEE REJOICETH" 
TperbaxoBckaa ranepea, Moca 


Early Detail 


16th century 
Tretyakov Gallery, Moscow 


Pparmenr Havuano XVIB. «O TEBE PA/JYVETCA» “IN THEE REJOICETH” Early Detail 


16th century 


TperrakoBckaa ranepea, MockBa Tretyakov Gallery, Moscow 


Havano XVI n. 


TEOPTUH C XMTHEM 


Kneiimo: KonecoBanne CBATOrO 


My3eli npeBnepycCKOTO HCKYCCTBA 
nmetn Aznpea PyGnesa, Moca 


171 


ST GEORGE WITH SCENES 
FROM HIS LIFE 
Border scene: The Breaking on the Wheel of St George 


Andrei Rublev Museum 
of Early Russian Art, Moscow 


Early 
16th century 


Hasano XVI ». HEUECTUBEILI CTPEJNAET 1D THE INFIDEL SCHOOTING Es regii 
centui 
B HKOHY TEOPTUA AT THE ICON OF ST GEORGE d 
Pyceknii My3eă, Jlenunrpan Russian Museum, Leningrad 


Hamano XVI n. BJIAJHMUP, BOPHC U TJIEB 173 SS VLADIMIR, BORIS AND GLEB ein Early 
th century 


CXUTHEM BOPHCA U FIIEBA WITH SCENES FROM THE LIVES 
Kneiimo: Taituoe norpeGenue Banumupa OF SS BORIS AND GLEB 
Tperbaxopcxaa ranepea, Mockea Border scene: The Secret Burial of Vladimir 


Tretyakov Gallery, Moscow 


Sign dVI 8: BJIAUMUP, BOPUC U TJIEB 174 SS VLADIMIR, BORIS AND GLEB Early 


16th 
C XUTHEM BOPHCA U TJIEBA WITH SCENES FROM THE LIVES ES e 
Kneiimo; BOpuc MONHTCA Nepeni MaTpoM OF SS BORIS AND GLEB 
TperrakoBckaa ranepea, MockBa Border scene: Boris Praying Outside the Tent 


Tretyakov Gallery, Moscow 


Hasano XVI B. HOAHH BOTOCJIOB 175 ST JOHN THE THEOLOGIAN aa e 
CXUHTHEM WITH SCENES FROM HIS LIFE 
Kneiimo: Pomana u Hoaun Border scene: Romana and St John 
Bonoroycuă xpuepemseckuii My3eii, Bonoraa Museum of Local Studies, Vologda 


Hasano XVI s. HOAHH BOIOCJIOB 176 ST JOHN THE THEOLOGIAN ci cană 
C XHTHEM WITH SCENES FROM HIS LIFE 
Kneiimo: H36nenue Hoanna Border Scene: The Flagellation of St John 
Bonoronckuiă KpaeBenueckui My3eii, Bonorna Museum of Local Studies, Vologda 
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XVIn. TIETP VU IIABEJI 177 SS PETER AND PAUL 16th century 
CXUTHEM WITH SCENES FROM THEIR LIVES 
Hosropozickuit HCTOPHKO-apXuTeKTy prurit Museum of Architecture 


Myseii-sanoBennuk, HoBropoa and Ancient Monument, Novgorod 


XVI». ETP HA IABEJI 178 SS PETER AND PAUL 16th century 


CXHTHEM WITH SCENES FROM THEIR LIVES 
Kneiimo: Ilagen na Mope Border scene: Sr Paul at Sea 
HoBroponcKkHĂă HCTOPUKO-apxHTEKTy pHbIiĂ Museum of Architecture 


My3ei-3anoBenHuk, HoBropon and Ancient Monument, Novgorod 


Hasano XVI». 


HUKOJIA 3APAHCKUH 179 
CXUHTHEM 
Kneiimo: Huxona usronser Geca 


Mysek ApeBHepyCekOro HCKyCoTBa 
menu Annpea PyGnesa, Mocxea 


ST NICHOLAS OF ZARAISK 
WITH SCENES FROM HIS LIFE 
Border scene: Nicholas Exorcises the Devil 


Andrei Rublev Museum 
ot Early Russian Art, Moscow 


Eariy 
16th century 


XVIe. 


HOAHH BOTOCJIOB 
C XHTHEM 
Kneiimo: PaGoTHbie NronH KONaroT 3EMIIEO 


Cy3nanscKuiă HCTOPHKO-Xy NOXECTBEHHEIIĂ My3eă, 
Cysnanb 


180 


ST JOHN THE THEOLOGIAN 
WITH SCENES FROM HIS LIFE 
Border scene: Labourers Digging the Earth 
Art History Museum, Suzdal 


16th century 


XVI». TIAPACKEBA ILATHHULIA 182 ST PARASKEVA PYATNITSA 16th century 
Hanuonanbnerii My3eii, CTOKro-nbM National Museum, Stockholm 


AIA BBEAEHUE BO XPAM 183 THE PRESENTATION IN THE TEMPLE 16th century 


CXUTHEM MAPHU WITH SCENES FROM THE LIFE 
Kneiimo: Monerue o nocoxax OF THE VIRGIN 
Tperbaxopcxas ranepea, Mockza Border scene: Prayer About the Croziers 


Tretyakov Gallery, Moscow 


184 ST NICHOLAS WITH SCENES 16th century 


HUAKOJIA C XHTHEM 
Kneiimo: Hukona ABNACTCA TPEM MyXaM 


XVI a. 


FROM HIS LIFE 
Border scene: St Nicholas Appears 


to the Three Men in the Dungeon 


B TEMHALNIE 


Myseii ApeBHepyceKOro HCKyCCTBaA 


Andrei Rublev Museum 
of Early Russian Art, Moscow 


„menu AHnpea PyOnesa, MockBa 


| 
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epean BHAEHUE HOAHHA JIECTBAUHAKA THE VISION OF ST JOHN CLIMACUS First halr 
E ca 185 16th century 
Pycekuit My3eli, Jlernrpan Russian Museum, Leningrad 


apela CHMEOH IIPABE/IHbIU 186 ST SIMON THE PIOUS Mid-16th 
B. Și 
TperbakoBckaa ranepea, MockBa Tertyakov Gallery, Moscow tir: 


Oparmenr  KoneuXVa. UYyA0 TEOPTHA O 3MUHE ST GEORGE AND THE DRAGON sta Late 
Sth century 


Tperbaxopcxâa ranepea, MockBa Tretyakov Gallery, Moscow 
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16th century 


E DRAGON 
The P. Korin collection, Moscow 
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XVI B. 


Dparmear 


XVIB. APXAHTEJI MHXAUJI 189 THE ARCHANGEL MICHAEL 16th century 


PuIGAHCKHII HCTOPHKO-XyAOXECTBeRIHBIi My3€it, Art History Museum, Rybinsk 
PsIGuuick 


XIII 
BTIOPAA IIOJOBHHA XVI BEKA H XVII BEK 


SECOND HALF XVlth AND XVllth CENTURIES 


/ 


Tout il: 


„Koneu XVI s. UYN0 PE/OPA THAPOHA 194 ST THEODORE TIRON Fe ea 
centu! 
Pycckuii My3eă, Jlennurpaz Russian Museum, Leningrad YI 


Koneu XVI 5. NPOKONUA UHPHH 195 PROCOPIUS CHIRIN Late 
HUKHTA-BONH ST NICETAS THE WARRIOR scie, 
TperbakoBcaa ranepea, MockBa Tretyakov Gallery, Moscow 


Cpenuk 


Koneu XVI-— 
nauano XVII B. 


HUKUOOP CABUH 
OTEUECTBO 


TperbakoBckaa ranepea, MockBa 


196 NIKIFOR SAVIN 
THE NEW TESTAMENT TRINITY 


Tretyakov Gallery, Moscow 


Late 16th- 
early 
17th century 


Centre 
panel 


Cepenmna APXAHTEII MHXAHJI-BOEBOJIA 197 THE ARCHISTRATEGUS MICHAEL Mite 
XVI century 
> CoGpasme TI. Kopuna, Mockea The P. Korin collection, Moscow 


1676 


CHMOH VIUIAKOB 
APXAHTEJI MHXAHII, 


TOIIHPAKOUIAH J1bABOJIA 
"TpereakoBckaa ranepea, MockBa 


198 SIMON USAKOYV 1676 
THE ARCHANGEL MICHAEL 


TRAMPLING THE DEVIL UNDERFOOT 
Tretyakov Gallery, Moscow 


Tlocneziuan OTUE HAUL 199 “OUR FATHER” Last 
menepri uarte 
XVIL5. Knetimo: «A e BBezu Hac BO MCKyIuerme» Border scene: “Lead Us Nor Into Temptation” ana Eoatury 


Pycekuii my3eii, Jlennurpan Russian Museum, Leningrad 


Cepenuna ABPAAM 200 ABRAHAM Mid-17th 
XVII 8. century 


My3eii ApeBHepyecKoro HCKyCCTBA Andrei Rublev Museum 
umenu Annpea PyOnega, MockBa of Early Russian Art, Moscow 


Dparmenr 1689 H OVUIATbEB TIKHON FILATYEV Detail 
HOAHH IIPEATEWUA B IIYyCTbIHE ST JOHN THE BAPTIST IN THE WILDERNE 
CO CUEHAMU XUTUHA WITH SCENES FROM HIS LIFE 


"TperbskoBckas ranepea, MockBa Tretyakov Gallery, Moscow 


parmenr  Bropaa HJIbA IIPOPOK C XHATHEM THE PROPHET ELIUJAH Second half 
nNonoBHHa 17th century 


XVII B. Lepxosb Mnbu Ilpopoka, ApocnaBub WITH SCENES FROM HIS LIFE 


Church of the Prophet Elijah, Yaroslavi 
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4 mm car, 
Po d wi —. 


CHMBOJI BEPbI THE SYMBOL OF FAITH 


Myseii «Konomenckoe», MockBa Kolomenskoye Museum, Moscow 


NOACHEHHA K TABJIHLIAM 


NOTES TO PLATES 


CIIHCOK TABJIULU 


LIST OF PLATES 


. 
B cos c Gomitmm opMarom 
amsGoMa i ero C7PyKTypOI pusme- 
put BOCHPON3NEAICIA OTEnbituIX 
parMeNTOB MON MPenuniator x 

mazypaneniy1o Dentruntiy, 


NOACHEHHA K TABJIHIIAM 
NOTES TO PLATES 


TIpu cocTaBneHHU HACTOALWX IOACHEXIIZĂ ABTOP NOAE3OBANCA 
PAnOM My3€ĂHbIX H BbICTABOWHBIX KATANOTOB, B NEpByIO 


„osepeab Karanorom mpennepyceoii xunonncu B Tperba- 


xoBcKoi rauepee (I-II 77.), nonroropnenubim B. V. An- 
onosoii n H. E. Muenolt. Ouako aBrop € Goxlbuloii OCTo- 
POXHOCTBIO IO/XONAN K 3amaue aTPHGYuUH H HATAPOBKU 
MHOTUX NpeBHepycckux HkOH. B HaCTOAUIEE BPEMA 3aMETHO 
Bospoc OGiummit MHTEpec K ATPHOYUNAM BHOBE OTKPBITEIX 
naMATHAKOB 1 K nepearpuGyunu crapeix. TIpu 3T0M HOBBIe, 
ceHcaunoHHBIe ATPHOYUHH HEpenlKO BbiABHTAIOTCA Ha OMeHb 
markx ocnosarnax. VKoHy «Boromarep JlOckas» cnpa- 
BEIUINBO NpuHATO OTHOCHTI K paGoraM camoro Deotpana 
unu ero nocnenosareneii. Mexny Tem JI. JInbuuu npu- 
nuctipaer H306paxerne BOroMaTepu Ha ITOĂ HKOHE HEKOEMY 
cepGHHy, KOTOPBI, COFNaCHO NETONHCHBIM AAHHBIM, YCTPONI 
“achI BO 71BOPE MOCKOBCKOTO BENMKOrO KHA3A, EBa xn He 
EIMHCTBEHHbIM OCHOBAHHEM JUIA TAKOTO YTBEPX/CHUA CHy- 
AT TO, 40 Auuo JlOHCKOH BOrOMATEPn HANOMHHAO aB- 
TOPY Muma BOMHA u anrena B AByX CepGCKHX POCnuCAX 
XIV B. B Hacroaumx noscHenuax nonoGHoro pona Gecnow- 

BeHHbIe FHIIOTE3bI HE NPAHAMAIOTCA BO BHHMAHHe. 


BOTOMATEPb BJIAJAMUPCKAA 

parmetir*, 

Tlpusesena u3 KoncTaHTHHONONA. 

TlepBaa nonosuua XII p. 100 x 70. 

"Tperuaxoncaa ra.nepes, MOcKkBa. 

Or nepBOHAMAAGHOII XUBONMCH COXPARMANCE Anunt Au- 
ua Boromarepu n mnanenuta. Penalimuii mo rny6une 
BAMBICNA HA COBEPNIEHCTBY XHBONUCH MAMATHAK B3AH- 
ulickoro nckycera. HekOTOPbie aHanorHu €My — 370 
maua B Gonee nosmuux pocrucax JlMurpneBckoro coGopa 
Bo Bnanumupe. 

Jur: M. Alpatoffund V. Lazareff, Ein byzantinisches Tafel- 
werk aus der Komnenepoche, —«Jahrbuch der Preussischen 
Kunstsammlungen», Bd 46, 1925, S. 140-155; B. Anmonoea, 
K Bonpocy o neponavannoii xomnoauuuu uxonbi Brazut- 
Mupekoii Boromarepu. — «Busanruiicruit Bpemertiuio», 
7. XVIII, M., 1961, erp. 198-205. 


APXAHTEJI MMXAHIJL 

Hs Hosropona. 

XIV p. 86x 63. 

"TperbakoBckas ranepes, MockBa. 

Wkona cocraBnana wacr norpyanoro una. HanGonee 
BEPOATHO HOBTOPOJICKOE NIPOHCXOX/ICHHE HKOHBI. 

Jlar.: H. Comes, Hxona apxanrena Muxauna u3 coGpanua 
C. TI. Pa6ymunckoro. — «Pycekas ukona», c6. 2, Cn6., 
1914, crp. 99-109. 


APXAHTEJI TABPHHJI 

3 co6opa monacrtipa Hoanna 3naroycra 

na Kunpe. 

XIII-XIV pp. (7) 66 x 38. 

Myseii, Huxocuat. 

Vona CocTaBHlAna HaCTb NOIPyAHOTO WuHa. AHanoruu: 
G. Sotiriou et M. Sotiriou, Icones du Mont Sinai, vol. 1, 
Athenes, 1956, tabl. 73, 237. 

Jur. «Coxposuma Kunpa», M., 1970, crp. 79. 
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In compiling these notes the author has made use ofa 
number of museum and exhibition catalogues, and first of 
all the Catalogue of Early Russian Art in the Tretyakov 
Gallery (vols 1 and II) prepared by V. IL. Antonova and 
N. Y. Mneva. However, the author has approached the 
task of attributing and dating many carly Russian icons 
with great caution. General interest in the attribution of 
newly discovered relics and the re-attribution of already 
known ones has grown markedly. But new and sensational 
attributions are often proposed on the basis of very flimsy 
information. Customarily, the Virgin of the Don icon is 
justifiably ascribed to Theophanes the Greek or his fol- 
lowers. Yet L. Lifschitz attributes this particular image of 
the Virgin to some Serb who, according to a chronicle, 
installed the clock at the court of a Grand Prince of Mos- 
cow. Perhaps the only foundation for such an assertion is 
the fact that the face of the Virgin in this icon reminded 
Lifschitz of the faces of a warrior and an angel in two 
14th century Serbian murals. The present notes ignore 
groundless hypotheses of this kind. 


THE VIRGIN OF VLADIMIR 

Detail*. 

Brought from Constantinople. 

First half 12th century. 100 x 79 

Tretyakov Gallery, Moscow. 

Of the original painting only the faces of the Virgin and 
Child survive. A rare masterpiece of Byzantine art in its 
artistry and profundity of conception. An analogy may 
be drawn with faces of later murals in the Cathedral 
of St Demetrius in Vladimir. 

Bibliog.: M. Alpatoff und V. Lazareff, Ein byzantinisches 
Tafelwerk aus der Komnenepoche, in “Jahrbuch der Preus- 
sischen Kunstsammlungen”, Bd. 46, 1925, S. 140-155; 
V. Antonova, On the Question of the Original Composition 
of the Virgin of Vladimir Icon, in “Vizantiisky vremen- 
nik”, 

vol. XVIII, Moscow, 1961, pp. 198-205 (Russ.). 


THE ARCHANGEL MICHAEL 

From Novgorod. 

14th century. 86 x 63. 

Tretyakov Gallery, Moscow. 

The icon was part of a half-length Deesis. Most probably 
of Novgorodian provenance. 

Bibliog.: N. Sychev, The Icon of the Archangel Michael 
from the S$. P. Ryabushinsky Collection, in “Russkaya 
Ikona”, fascicle 2, St Petersburg, 1914, pp. 99-109. (Russ.). 


THE ARCHANGEL GABRIEL 


From the Cathedral 

of St John Chrysostom in Cyprus. 

13th-144h century (7). 66 x 38. 

The Museum in Nicosia. 

The icon was part of a half-length Deesis. Analogies: 
G. Sotiriou et M. Sotiriou, Icones du Mont Sinai, vol. 1, 
Athenes, 1956, tabl. 73, 237. 


Bibliog.: “Tresors de Chypre”, Paris, 1967, p. 113. 
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1n connection with the big size of 
the album and the peculiarites of 
its structure the dimensions of the 
separate details of the icons în the 
album exceed their natural size. 
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BJIATOBEUIEHHE 

W3 Tponue-Cepruenoi napri. 

XIV 8. 43 x 34, 

Tperbakopcxan ramepea, Mockaa. 

Mona, BHmAMO, Hanucaa Ha Pycu (COcHoBaA HOCKa). 
“eprbi nareonoroackoro crina 8 Gurype apxanrena nu 
apxurerypuom (one. Onuaxo komnosniua Gonee pur- 
Muia, EM B WHCTO Bu3aHTuIICKuX uHKOHaX. HaunoHanb- 
HOCTE XyAOXEAKA He NOANAETCA Onpenenerturo. 

Jar. M. Alpatof], Eine Verkiindigungsikone aus der Palâo- 
logenepoche in Moskau. — «Byzantinische Zeitschrifb», 
Bd XXV, 1925, S. 347. 


AHAPEA PYBJIEB 

APXAHTEJI MUXAUJI 

parmenr. 

V13 3enuropona. 

Hauano XV . 158 x 108. 

Tperbakosckaa ranepea, MockBa. 

HecMOTpA Ha WApariuHibl, AMO COXPaHMnocb  nyuuie, 
em nuua anreno «Tpouubi». Cnenoanue Bu3anTuii- 
CKOĂ WKOHOrpabuu n HBONMCHOI TEXHHKE HE MCKIIO- 
Mano TBopueckoii cnoGOAbI Benukoro Macrepa. OGpa3 
Tay6oKHiĂ, OAyxOTBOpennbiă, Bo3Bbuuenuuiii, masurii, 
Geaynpeunbiii no nponopumam m purMy. Bee AOCTATHyTO 
npene:IbHO NpOCTbIMH CPEACTBAMU. 


Ju: M. Aanamoe, Aunpeit Py6nes, M., 1959, crp. 14, 15. 


APXAHTEJI TABPHUJI 

Pparmeur. 

W3 Bvicoukoro Monacrbipa B Cepnyxone. 

1387—1395. 146 x 106. 

"Tperbukosckas ranepea, MockBa. 

TIpMHATO CUNTATb, WTO BCE WKOHbI TOTO WMHA BbIIIOJN- 
Hebi B KOHCTAHTHHONONE, XOTA HanucaHbi Ha Muno- 
BbiX AOCKAX. B CHIIYITHOCTU, B OTCYICTBHH Pe3kux Gru- 
KkoB ecTb Hekoropai Gnu3ocrb K pycexoii uwkone. Ho 
MO KOHTPaCTy K 3BEHHTOPOACKOMY WuHy Bce Xe Gnuxe 
K BH3aHTHIICKOI uIkone. 

Jur.: B. Jlazapee, HOBbie NAMATHUKU BH3AHTHĂCKOIL AMBO- 
nucu XIV p. — «Busanruiteuii Bpemenin», 7. IV, M., 1951, 
crp. 122—131, 


AMUTPHĂ CONYHCKHH 

Havaso XV p. 26 x 35. 

Myseii npuknasnoro nckyceraa, Bearpan. 

B OTumune OT BH3ANTUICKAX MKON Ha Ty XE TEMY (Ha- 
npumep, Teoprua n Jlmurpna B Opmurae, — cm: H. JIu- 
xaues, Marepuanbi AMA WCTOPA PyCCKOrO MKOHONHCA- 
nus, 4. 1, Cn6., 1906, ra6n. 36) cumuee pbicrynaer 
cunyar. B 3T0M Grm30cTb MKOHbI K pycekoi uikone. Ho 
B oranune Or ee opMbi Gonee pacuneneunbie n Gec- 
nOKOHHbie. 

Jlur.: S. Radojeiă, Die serbische Ikonenmalerei vom 12 Jh. 
bis zum 1450. — «Jahrbuch der &sterreichischen byzanti- 
nischen Gesellschaft», 1956, V, S. 82. 


TEOPTUIĂ 

Va co6panna A. AHMCHMOBa. 

Hasano XVI. 31 x27. 

Ha oGopore annie: 

«Tluma Jlanuno MOxaicKa». 

Tperbakopcxaa ranepea, MockBa. 

B urype MHOTO BHEPrHH, HO COXPaNHeTCA ebHocTb 
cunyara, Maneuekaa HKOHKA CBOCĂ MOHYMEHTA-AGHOCTBIO 
WanOMMHaeT BOuHOB BO (ppeckax (Depanonrona MOHa- 
croipa. 


THE ANNUNCIATION 

From the Trinity-Sergius Lavra. 

14th century. 43 = 34, 

Tretyakov Gallery, Moscow. 

Was evidently painted in Rus (pine board). Some features 
of the Paleologue style în the figure of the Archangel and 
architectural background, but a more rhythmic composition 
than that in purely Byzantine icons. The nationality of the 
artist cannot be defined. 

Bibliog.: M. Alpatofi, Eine Verkiidingungsikone aus der 
Palăologenepoche in Moskau. — “Byzantinische Zeit- 
schrift”, Bd XXV, 1925, $. 347. 
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ANDREI RUBLEV 
THE ARCHANGEL MICHAEL 

Detail. 

From Zvenigorod. 

Early 1Sth century. 158 x 108. 

Tretyakov Gallery, Moscow, 

Despite the seratches the face is in a better state than the 
faces of the angels in the Old Testament Trinity. Adherence 
to the Byzantine inconography and painting technique did 
not rule out creative freedom of the great master. The image 
is profound, inspired, lofty, fine, and impeccable in propor- 
tion and rhythm. Everything îs achieved with extremely 
simple means. 

Bibliog.: M. Alpatov, Andrei Rublev, Milano, 1962, p. 23. 


„bl 


THE ARCHANGEL GABRIEL 

Detail. 

From the Vysotsky Monastery in Serpukhov. 

1387-1395. 146 x 106. 

Tretyakov Gallery, Moscow, 

It îs customary to consider all the icons of this Deesis as 
executed in Constantinople, though they were painted on 
lime panels. There is a certain closeness to the Russian 
school in its silhouette character and the absence of sharp 
highlighting. But it is closer to the Byzantine school than 
the Zvenigorod Deesis. 

Bibliog.: V. Lazarev, New Monumenis of 14th Century 
Byzantine Painting, in “Vizantiisky vremennik”, vol. IV, 
Moscow, 1951, pp. 122-131 ( Russ.). 


12 
ST DEMETRIUS OF THESSALONICA 


Early 15th century. 26 » 35, 
Museum of Applied Art, Belgrade. 

The silhouette is stronger here than in the Byzantine icons 
on the theme (for example, Sr George and Sr Demetrius 
in the Hermitage-—see: V. Likhachev, Material for the 
History of Russian Icon Painting, part 1, St Petersburg, 
1906, plate 36—Russ.). This indicates a closeness of the 
icon to the Russian school, but its forms are more restless 
and fragmented. 

Bibliog.: S. Radojtie, Die serbische Ikonenmalerei vom 
12 Jh. bis zum 1450, in “Jahrbuch der 6sterreichischen 
byzantinischen Gesellschaft”, 1956, V, S. 82. 


13 
ST GEORGE 


From the A. Anisimov collection. 

Early 16th century. 31 X27. 

"The inscription on the reverse reads: 

«Pima Danilo Mozhaiska». 

Tretyakov Gallery, Moscow. 

There is much energy în the figure. The integrity of the 
silhoueue is preserved. With its monumentality the figure 
in this small icon resembles the warriors in the frescoes 
of the Ferapontov Monastery. 
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WETBIPEXUACTHAA HKOHA 
Knelimo: Bocxpemenme Jasapa. 

3 Teopraeackoit nepxau 

B Hoaropoze. 

Hasano XIV . 103 xX77. 

Pycexnit My3eli, Jlerimurpart. 

B HOBIePKHYTOM ApaMaTH3ME Cici — Orpanennsie 
OTTonOCKH HOBrOpOHCKUX Crenubix pocnuceli xonua XIV B. 
Coma ramma Kpacox B Munuariope XV p. (4/lpea- 
uepycexoe uexyecrao», M., 1970, ra6n. ma crp. 356, 
357). 

Jar:: O. Waulf und M. Alpatof], op cit., S. 162. 


FOUR-PART ICON 

Border scene: The Raising of Lazarus. 

From the Church of St George 

în Novgorod. 

Early 14th century. 103 x77. 

Russian Museum, Leningrad. 

Some echoes of late 14th century Novgorod wall painting 
can be discerned in the heightened dramatism of the scene. 
A similar gamut of colours is found în the 15th century 
miniatures (*“Drevnerusskoye iskusstvo”, Moscow, 1970, 
pls. on pp. 356, 357). 


Bi O. Wulff und M. Alpatofi, op. cit., S. 162. 
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BOCKPENIEHHE JIA3APA 
U3 Bocxpecenexoro coGopa B Kaururie. 

Koneu XV n. 102 x 81. 

Pyccxuit My3eăt, Jleuuurpaat. 

VWacre npasnnuinoro pana uxonocraca. B KOMOPuTEe M3- 
pecrnaa GAu30cTb K MOCKOBCKOI uIxoxe. JlpamaTu3M Puryp 
Xpucra u Jlasapa sarnyuaerca xpomarnsecxum Gorar- 
CTBOM HEenoro. 

Jar: FO. J[mumpuea, Kamunexne mamarnuku. — «Co06- 
menua Tocyuaperaeunoro Pyeckoro My3ea», Brin. II, JL, 
1948, erp. 43—45. 


THE RAISING OF LAZARUS 

From the Cathedral of the Resurrection in Kashin. 

Late 1Sth century. 102 x 81. 

Russian Museum, Leningrad. 

Part of the Church Feasts Range of the iconostasis. The 
colours show a certain closeness to the Moscow school. 
The dramatism of the figures of Christ and Lazarus is 
subdued by the chromatic wealth of the icon as a whole, 
Bibliog.: Y. Dmirriev, Kashin Monuments, in “Soobshche- 
niya Gosudartsvennogo Russkogo Muzeya”, fascicle II, 
Leningrad, 1948, pp. 43-45 (Russ.). 
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BOTOMATEPb YMHUJIEHUHE 

Vs coGpanua H. OcrpoyxoBa. 

- XV—nasano XVI B. 26 x 23. 

"TperbakoBckaa ranepea, MockBa. 

Vona, BAAMMO, HOBrOpOnCKOI npoBuuuu. OGpamaer 
BHuMaAHuE yrnoBarbiit KOHTYP Urypbl Mnanenua n Ckna- 
OK ero nnanta. KoHTypbi NOmiepkHyTbi H B ALE, B Gpo- 
Bax Mapuu u B ce nmame. Ananorua: «BOroMaTepb 
Ymuneume (Tonrcxaa Tlomky6encraa), XV . (Barop- 
CKHit WCTOPHKO-Xynomecreublii My3eli-3anoBenuntK, 3a- 
TOpCK). 

JImr.: A. Tpuuyenko, PyCCKAA MKOHA KAK HCKYCCTBO XKMBO- 
nucu. — «Bonpocbi XUBODUCU», Bbin. 3, M., 1917, crp. 151. 


21 
BOTOMATEPb APOCJIABCKAA 
H3 co6panua M. OcrpoyxoBa. 
Cepennna XV B. 54 X 42. 
"Tperbakopckaa ranepea, MockBa. 
- TIpeXIIe MKOHY OTHOCANA K HOBroponcKkoit urone. Bonbue 
OCHOBAHHĂ OTHOCHTb €e K MOCKOBCKOIĂ IIKOME (Cp. C HKO- 
moi «Hoaun Tlperea» My3es npeBHepycckOro HCKyCCTBA 
menu Annpea Py6nena). B cpaBnenuu C NpeAbiAyUIMM 
«YmMunennem» bopMbi Gonce oprauiibi, nenka TOHKaA. 
B rrpaetiuut VATYp GOrbLuIe CHEPKAHHOCTU N BENMABOCTH. 
Jlar.: M. Alpatov, Altrussische Ikonenmalerei, Dresden, 
1958, S. 25, 26, 29. 


THE VIRGIN ELEUSA 

From the 1. Ostroukhov collection. 

ISth-early 16th century. 26 x 23. 

Tretyakov Gallery, Moscow. 

Apparently the icon is from Novgorod province. An inter- 
esting point is the angular contour of the figure of the 
Child and the folds of his cloak. Contours are also stressed 
în the face, the eyebrows of the Virgin and in her cloak, 
Analogy: the 15th century Virgin Eleusa (Tolgskaya Pod- 


kubenskaya), Art Museum and Ancient Monument, 
Zazorsk. 
Bibliog.: A, Grishehenko, Russian Icon as Painting, in 


“Voprosy zhivopisi”, 
(Russ.). 


fascicle 3, Moscow, 1917, p. 151 


THE VIRGIN OF YAROSLAVL 

From the I. Ostroukhov collection. 

Mid-15th century. 54 x 42, 

Tretyakov Gallery, Moscow. 

Formerly ascribed to the Novgorod school, but there is 
greater reason to attribute it to the Moscow school (cf. the 
icon of Sr John the Baptist in the Andrei Rublev Museum 
of Early Russian Art). In comparision with the previous 
icon, the Virgin Eleusa (No. 20), the forms are more organic, 
and the modelling is finer. The figures express more restraint 
and solemn majesty. 

Bibliog.: M. Alpatov, Altrussische Ikonenmalerei, Dresden, 
1958, S. 25, 26, 29. 
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UYNO TEOPIHA O 3MHE 

H3 coGpanua VH. OcrpoyxoBa. 

XV B. Hoproponckas uona. 82 x 63. 

"TperbakoBckaa ranepea, MockBa. 

Onu 3 camix mpexpacuuix oGpasoB Teopras B pye- 
CKOĂ HKOHONHCH. B CTPEMHTENbHOCTA KOHA — OTTONOCKA 
noBroponckux pocnuceli XIV n. B ukoHe npuMearensno 
He TOAbKO OTCTynneHue Or nepBonaanHoii rpabu, HO 
n cambtit nepeBoA, BOCXOHALIMIĂ k pauneBu3anTuiickoii nua- 
cruuxe BapGepunu. 

Jur.: M. Aanamos, OSpa3 Teoprua-Bouna B ucrycerne Ba- 
sanrun n /lpeeneii PycH. — 4OTIoAbI NO HCTOPUN PycCkOro 
ucKyecrBa», 7. |, erp. 154—169. 
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ST GEORGE AND THE DRAGON 
From the I. Ostroukhov collection. 
15th century. Novgorod school. 82 x 63. 
Tretyakov Gallery, Moscow. 

One of the most beautiful images of St George in Russian 
icon painting. The swift movement of the horse is evocative 
of the 14th century Novgorod frescoes. Interesting points 
are not only the deviation from the original linear design 
incised in the plaster, but the very type, which goes back 
to early Byzantine Barberini tablet. 

Bibliog.: M. Alpatov, The Image of St George the Warrior 
in the Art of Byzantium and Ancient, in “Etyudy po istorii 
russkogo iskusstva”, vol. I, pp. 154-169 (Russ 
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POX/AECTBO XPHCTOBO 
1405. 80x 60. 

Uxota npa3tiurisioro ua 
wxonocraca Bnarogeulezckoro coBopa 
MocxoBckoro Kpens. 


29 
POX/IECTBO XPHCTOBO 
OGuruii Bun n uBa pparmenira. 
V3 PoxnecrBeucKoii HepKBH B 3BeHnropone. 
Hauano XV p. 71 X 53. 
"TperbakoBckas ranepes, MockBa. 
MlepBaa 43 aByx uxon cunraerca paGoroii camoro Py6- 
mesa, Bropaa — paGoroii ero moni. Omaxo nocnea- 
HA TAPMOHWHHEC H TOHbUIE NO KOMNOSHLUH H KOINOPHTY. 
MoTuB aHrenoB, NOKAOHAIOLIAXCA MNANCHUY B ACIIAX, HME- 
erca Bo (ppecke ua Ty e remy B uepkBu IlepuBneurii 
B Mucrpe. BBeHuTOPOICKAA HKOHA BPAA IM ABARETCA pa- 
Goroii xoro-an60 n3 yuenukoB PyGneBa, IMCABUINX (NIpa3/l- 
uuxu» uxonocraca Tponukoro coGopa Tpouue-Ceprnenoii 
naBpbi. Ee OTAIM4aer OTHETIIMBOCTI UITPHXOB H npoGenoB, 
xaxoit ne Ghuno euie B nponsnenenuax navana XV B. B arii 
HKOHE, NPORAKHYTOI AYXOM NACTOPArni, Ce KOMIIOIULNA M 
HCTANH TOHKO NpPOMyBCTBOBAHbI M BbINOAHEHbI C PeAKUM 
AprucTu3MOM. 
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THE NATIVITY OF CHRIST 
1405. 80x 60. 


Icon from the Church Feast Range 
of the iconostasis of the Annunciation Cathedral 
în the Moscow Kremlin. 


84 85 
THE NATIVITY OF CHRIST 
General view and two details. 
From the Nativity Church in Zvenigorod. 


Early 15th century. 71 x 53. 
Tretyakov Gallery, Moscow. 


“The first of the two icons is considered the work of Rublev 
himself, the second the work of his school. However, the 
latter is more harmonious, finer in composition and colour 
range. The motif of the angels worshipping the Child in the 
manger is included in the fresco on the same subject in 
Peripleptos Church in Mystra. The Zvenigorod icon can 
hardly be the work of one of Rublev's pupils who painted 
the Church Feast Range for the Trinity Cathedral in the 
Trinity-Sergius Lavra. It is distinguished for the lucidity 
of its accents and highlightings of a kind still unknown in 
early 15th century work. The icon is imbued with pastoral 
feeling, its composition and details have been well thought 
out and executed with a rare artistry, 


Jlur.: B. JIasapea, Annpeii Py6nen n ero mkona, M., 1966,  Bibliog.: V. Lazarev, Andrei Rublev and His School, Mos- 
crp. 111. cow, 1966, p. 111 (Russ.). 
30 
TIOKPOB THE INTERCESSION 


3 co6panna H. Ocrpoyxopa. 

Havsano XV B. Hogroponckaa uxona. 74 x 50. 
Tperbaxonckaa ranepea, MOckBa. 

Komnosuuua pasGura na Apychi, KA B M30Gpaenuax 
Crpaumoro cyna (cp. e ukonoit «Crpaunbiii Cyzw cepenunbi 
XV B. noBropozcKoii Ko). 

Jur: B. Anmonoea n H. Mnesa, Karanor npeBnepycexoii 
xuBonucu, 7. I, M., 1963, crp. 101, 102. 


From the I. Ostroukhov collection. 

Early 15th century. Novgorod school. 74 x 50. 

Tretyakov Gallery, Moscow, 

The composition is divided into tiers as in the representation 
of the Last Judgement (cf. the mid-1 5th century icon of the 
Last Judgement, Novgorod school.) 

Bibliog.: V. Antonova and N. Mneva, Catalogue of Early 
Russian Painting, vol. 1, Moscow, 1963, pp. 101, 102 
(Russ.). 
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TIOKPOB 

XV—uasano XVI. Mockogckaa uikona. 66 x 50. 
TperbakoBckas ranepen, MockBa, 

Cysnanbeuii ukonorpabuvecruii nepeson. Xora burypbi 
pPacnonoxeHbI B Tpex Apycax, OHH mpeGbiBalor B OMoii 
npocrpancrBennoit cpene. TonyGbie ToHa XapakTepubi JUlA 


THE INTERCESSION 

15th-early 16th century. Moscow school. 66 x 50, 
Tretyakov Gallery, Moscow. 

Suzdalian iconographical type. Though the figures are 


arranged in three tiers, they are în the same plane. The blue 
tones are characteristic of Moscow. 


MockBui. 
32 
IIOKPOB THE INTERCESSION 
Hs IlokpoBckoro Monacrbipa B Cysmane. From the Pokrovsky Convent in Suzdal. 
XIV B.68x44. 14th century. 68 x44. 


"Tpereaxoncxas ranepea, MockBa. 
Dra ry60R0 aPXaMMecKaA 110 TAIy n 110 BEIOIIIeHIIO 
uxona apuaerca npooGpa3om Gosee no3Aitix cpeanepye- 
ckux uxoH IlokpoBa (cp. C. A mușukoe, [lpeBHepyCCKaA KUBO- 

nuco. Honbie orKpbirua, JI., 1969, 126. 28). 


2 


Tretyakov Gallery, Moscow. 

This icon, which is profoundly archaic in both type and 
execution, is the prototype of later. Central Russian icons 
of the Intercession (cf. S. Yamshchikov, Early Russian 
Painting. New Discoveries, Leningrad, 1969, plate 28— 
(Russ.). 
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BOTOMATEPb BEJIHKAA IIAHATHA 

(rax naswiBaemaa SIpocnanckaa Opanira). 

“Pparmear. 

3 Cnacckoro MOHACTEIPA 8 ApocnaBne. 

XII. 194x 120. 

TperbakoBckas ranepea, MockBa. 

TpyAHO YCTaHOBATE MECTO BO3HUKHOBEHHA HKOHbI. BO Bea- 
ROM CIIyHa€, ee TECHaA CBA3b C KHEBCKOĂ Tparuuueăi He noAl- 
nexur comnennio. Tonosa Boromarepu Gonee nacenie- 
cxux nponopuuă, sem Boromarepu Hepyurumoii reni B Co- 
un Knenckoii. Bea urypa npousoanr Gonee MOHyMeri- 
TambHoe Bnewarnenne, sem Busanruiickaa uxona Boroma- 
Tepu Toro e Bpemezu 8 Myaee Kanonumonre B Hea- 
none. 

Jur: A. Anucustoa, NOMORTOmbEKHII NepHOA apeBnepyceoit 
xuBonacu. — «Bonpocei pecraspanuu», Bbnri. II, M., 1928, 
crp. 164, 171; A. Bpyk, XKunoe acnee, M., 1970, crp. 30. 
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CIIAC HEPYKOTBOPHbII 
H3 Yenenckoro co6opa Mockosckoro Kpemina. 
XII 5. 77xX71. 
Tperbaxonckaa ranepes, MockBa. 
Ha o6opore «Ilpocnabnenne Kpecra» 11pyrOro Macrepa, He- 
COMHEHHO, HOBropoackoro npoucxoxneuua. Hxonorpabu- 
mecknit run Cnaca, kax Bo (ppecxe uepxu Cnaca ma Hepe- 
mnue (B. Macoedoe, bpecku Cnaca Hepennuwi, ra6n. XIX), 
a raxxe B ukone coGopa ropona Jlana Bo paru (4. /pa- 
Gap, Hepykorsopnuit Cnac Jlanckoro coGopa. — «Semina- 
rium Kondakovianum», t. II, Prague). Vona Brinenserca 
MCTOTOI CTANSI, CTPOTOCTEIO POPM, HEXHOCTBIO KPACOK, 
"TOHKOCTBIO BBINIOIHESIMAL. 


THE VIRGIN GREAT PANAGIA 

(the so-called Virgin Orans of Yaroslavl). 

Detail. 

From the Spassky Monastery in Yaroslavl. 

12th century. 194 x 120. 

Tretyakov Gallery, Moscow. 

Provenance diflicult to establish but its close ties with 
Kievan traditions are unquestionable. The head of the 
Virgin is more classical than that of the Virgin the In- 
destructible Wall in St Sophia's in Kiev. The entire figure 
makes a far greater impression of monumentality than the 
Byzantine icon of the Virgin of we same period in the 
Capodimonte Museum în Naples. 

Bibliog.: A. Anisimov, The Pre-Mongol Period in Early 
Russian Painting, în “Voprosy restavratsii”, fascicle II, 
Moscow, 1928, pp. 164, 171; Y. Bruk, The Living Heritage, 
Moscow, 1970, p. 30 (Russ.). 


THE VERNICLE 

From the Dormition Cathedral of the Moscow Kremlin. 
12th century. 77x71. 

Tretyakov Gallery, Moscow. 

On the reverse is the Exaltation of the Cross by another 
master, undoubtediy of Novgorodian provenance. The 
iconographical type of the Saviour is like the one in the 
frescoes of the Church of the Saviour at Nereditsa 
Myasoyedov, Freski Spasa Nereditsy, plate XIX-—Russ.), 
and also in the icon of the Cathedral in the town of Laon, 
France (4. Grabar, The Vernicle of the Cathedral in Laon, 
Seminarium Kondakovianum”, t. 11, Prague). The icon 
is distinguished for its purity ot style, austere forms, pastel 
colours and fine execution. 


39 
APXAHTEJI AN ARCHANGEL 
(ax nasbipaembiii 3narbie Bnaca) (the so-called Archangel with the Golden Hair) 
XII B. 48% 39. 12th century. 48 x 39. 


Pycexnit My3eit, Jlenirpaa. 
Tun anrena Oruacru Gru30k K attrenaM pecoK ȚIMUTPHeB- 
ckoro coGopa no Bnaaumupe (/. Grabar, Die Freskomale- 
rei der Dmitrij Kathedrale in Wladimir, Berlin, s. a. 
taf. XXX). Ho B veprax Amua, 3 BiIpaxenuu, B XAPAKTEpE 
BEITIONIHENIA (307OTB1E NPALUI BOINOC), B APKOCTH KPCOK CKa- 
3WIBAIOTCA VEPrbi Cnarapiuelica TOr71a PyCCKOĂĂ UIKO. 
JImr.: D. Ainalov, Geschichte der russischen Monumental- 
kunst der vormoskovitischen Zeit, Berlin—Leipzig, 1932, 
S. 63, 56—67. 


Russian Museum, Leningrad. 

The type of angel is somewhat close to the angel in the 
frescoes of the Cathedral of St Demetrius in Vladimir 
(. Grabar, Die Freskomalerei der Dmitrij Kathedrale in 
Wladimir, Berlin, s. a., taf, XXX). But in the features, the 
expression and the character of execution (delineation of 
golden hair) and the bright colours one can see features of 
the Russian school which was then evolving. 

Bibliog.: D. Ainalov, Geschichte der russischen Monumen- 
talkunst der vormoskovitischen Zeit, Berlin-Leipzig, 1932, 
$. 63, 65-67. 
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HHKOJIA CO CBATbIMU HA TIOJNAX 

Dparmenr, 

H3 Cmonenckoro coGopa 

Hono-JleBnubero MoHacTbipa. 

XII B. 145 x94. 

"TperbakoBckasi ranepes, MockBa, 

PeutuTE BONpOC, OTHOCATCSI IA TOHOGHbIE HKOHBI K HOBTO- 
POncKOĂ unu Cy3HanbCKOii uIKONE, Ode Tpyano. JIMIo 
Hukonbi Gnuxe x ppeckam Jlmurpuescoro coGopa Bo Bna- 
auMupe, wem x (ppecxam Hepenunter (1. Grabar, Die Fresko- 
malerei der Dmitrij Kathedrale in Wladimir, taf. XXI, 
XXI). Cyumocrb o6paza Hukonbi HENb3a CBOMATE K 
noHsTuio ackeru3ma, B nuuie ero H CYpOBOCTE, H MYIIPOCTb, 
n Hasuanue, u nponukuoBeunocrb. O6pa3 Tpuropua Bo- 
rocnoBa B Opmuraxe (A. Bank, YKa3. COW., TaGu. 225, 
226) B 3T0M OTHOMEHHU YCTYNAET EMy. 

Jlur.: H. Iopfupudos, O NYTAX Pa3BHTHA XyNOXECTBEHHBIX 
o6pa3oB. — «Tpymbi Ornena npeBnepycckoii nreparypsi 
Wncraryra pyeexoii mureparypui AH CCCP», 7. XVI, 
JL., 1960, crp. 40, 41. 


ST NICHOLAS WITH SAINTS ON MARGINS 

Detail. 

From the Cathedral of the Virgin of Smolensk, 

the Novodevichy Monastery. 

12th century. 145 x 94. 

Tretyakov Gallery, Moscow. 

It is difficult to say whether un icon of this type belongs 
to the Novgorod or to the Suzdal school. The face of 
Nicholas is closer to the frescoes of the Cathedral of St De- 
metrius in Vladimir than to those of the Nereditsa (7. 
Grabar, Die Freskomalerei der Dmitrij Kathedrale în 
Wiladimir, taf XXI, XXII). The nature of the image of 
Nicholas cannot be equated with the concept of asceticism. 
Austerity and wisdom, edification and sincerity are expressed 
in his face. The image of Sr Gregory the Theologian in the 
Hermitage (A. Bank, op. cit., pls. 225, 226) is inferior 
în this respect. 

Bibliog.: N. Porfiridov, On the Development of Artistic 
Images, in “Trudy Otdela drevnyerusskoi literatury Insti- 
tuta russkoi literatury AN SSSR”, vol. XVI., Leningrad, 
1960. pp. 40, 41 (Russ.). 
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BOPUC HU TJIEB 
V3 coGpanua A. Mopo3oBa. 
XIV B. Hosroponckaa uiona. 53 x 42. 
TperbukoBckaa ranepea, Mockba. 
TANUMHAA HKOHA-NPHMATUB, 110 XApaxTEpy uBONUCH Gru3- 
Ras K XATHIRBIM KIICĂMAM TOTO BPEMENHA. 
Jlur.: H. Mopfupudoa, O nyTAx Pa3BuTuA XY 1OKECTBEHHbIX 
o6pasoB. — «Tpyasi Ornena ApeBHepycckOii HUTEpaTypbt 
Wucruryra pycekoii nnreparypui AH CCCP», 7. XVI, 
cp. 36-—49. 
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VUIA IIPOPOK 

BIIYCTBIHE 

CXUTHEM H AEHCYCOM 

Cpennuk. 

V3 uepren Han Tlpopoxa 

cena Bbi6yrsi Gan3 Ilekopa. 

XNIIB. 141 %111. 

Tperbaxoncxas ranepea, Mockaa. 

O6pas Wu pocxomur k peckam coGopa MupOKCkoro 
monacripa u Cnaca ma Hepenuue. Cnoeii KpacouHocTbIo 
TICKOBCKAA MKOHA PELINTENbHO HENOXOXA HA ACKETHUCCKH- 
mpamnnie oGpasbi Vianu 5 Bu3anTHiiCKO MKOHODHCH (Ha- 
npumep, noua B Opmurae. — CM: A. Bank, YKa3. CON. 
TaGn. 255). 


SS BORIS AND GLEB 
From the A. Morozov collection. 

14th century. Novgorod school. 53 x 42. 
Tretyakov Gallery, Moscow. 


The icon is a typical primitive, and is close în character of 
painting to border scenes in icons of the period depicting 
scenes from saints” lives. 

Bibliog.: N. Poriridov, On the Development of Artistic 
Images, in “Trudy Otdela drevnyerusskoi literatury Instituta 
russkoi literatury AN SSSR”, vol. XVI, pp. 36-49. (/Russ.). 


THE PROPHET ELIJAH IN THE WILDERNESS 
WITH SCENES FROM HIS LIFE, 

AND THE DEESIS 

Centre panel. 

From the Church of the Prophet Elijah 

în the village of Vybuty near Pskov. 

13th century. 141 x 111. 

Tretyakov Gallery, Moscow. 

The image of Elijah goes back to the frescoes in the Cathe- 
dral of the Mirozhsky Monastery and the Church of the 
Saviour at Nereditsa. In its colourfulness the Pskovian icon 
of Elijah is absolutely unlike the ascetic, gloomy images of 
the Prophet in Byzantine icon painting (for example, the 
icon în the Hermitage, See: A. Bank, op. cit., plate 255). 
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TEOPTUU C XUTHEM 

Kneiimo: Teoprua XryT CBeYaMU. 

V3 coGpanua M. Iloroanna. 

Hauano XIV B. Hosroponexaa uxoxa. 91 x 64, 

Pyceruit My3eii, Jlenunrpart. 

Penkuiă npuMep Gnu30cTu PyCCKOĂ HKOHbI K POMaHCKOI Ku 
Bonucu. (Durypa Teoprua Ha koHe Gnu3ka He CTONbKO K [e- 
opruio Bo (ppecxe uepxBu Teoprua B Crapoii Jlanore, 
ckonbko k ukone «Uymo Teoprua o 3mue» u3 coGpanua 
A. MoposoBa (TperbakoBckas ranepes). Wkonorpabnue- 
CKHE NpOTOTANbI XHTHĂHbIX KneiiM — B MkoHax Ha Cunae 
(G. Sotiriou et M. Sotiriou, op. cit, tabl. 167, 169). 


50 51 
HUKOJIA 3APAHCKUIA 
CXUTHEM 
Dparmertr n xneiima: 
Tlpuenenue Bo yenne, 
Ws6annenne /IMuTpua Co Ana MOPa. 
H3 cena Ilaanona Gnu3 Pocrova. 
XIV a. Cysnansckas uona. 128 x 75. 
"TperbakoBcxas ranepea, MockBa. 
B npoTHBONONOXIIOCTE BLICOKOMEPHOL Myapocru Hukorbi 
Hononenuibero (ukoua «Hukona CO CBATRIMH Ha MONAX», 
"Tperaxonckaa ranepea) Hukona npenCTaBHeH Ka 3acTyn- 
uk «CupuIX 4 YGOrH). TporaTenbibi CBOCĂĂ 1yuIeBHiOCTBt0 
XHTMĂHBIE CUEHbI. 
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ST GEORGE WITH SCENES FROM HIS LIFE 
Border scene: Sr George Being Burnt with Candles. 


From the M. Pogodin collection. 

Early 14th century. Novgorod school. 91 x 64, 

Russian Museum, Leningrad, 

A rare example of Russian icon being close to Romanesque 
painting. The figure of George on horseback is close not so 
much to the George in the fresco of the Church of St George 
in Staraya Ladoga as to the icon of Sr George and the 
Dragon from the A. Morozov collection (Tretyakov Gal- 
lery). Iconographic prototypes of the scenes from the life 
of the saint are found in icons at Sinai (G. Sotiriou et 
M. Sotiriou, op. cit., tabl. 167, 169). 
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ST NICHOLAS OF ZARAISK 
WITH SCENES FROM HIS LIFE 
Detail and border scenes: 
The Leading of Nicholas to His Tutor, 
and The Saving of Demetrius From the Bottom of the Sea. 
From the village of Pavlovo near Rostov. 
14th century. Suzdal school. 128 x 75. 
Tretyakov Gallery, Moscow. 
In contrast to St Nicholas from the Novodyevichy Monas- 
tery, in which the saint's superior wisdom is stressed (the 
icon of St Nicholas with Saints on the Margin, Tretyakov 
Gallery) here St Nicholas is shown as defender of the sick 
and orphaned. The scenes from the life of the saint are 
touching with their quality of kindness and spirituality. 
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VEOPAH TPEK H ETO INKOJIA 
BOTOMATEPb AOHCKAA 

“bparmenr. Ha oGopore: Ycneune. 

U3 Bnarosemenckoro coGopa 

MocxoBexoro Kpemna. 

Koneu XIV B. 86x 68. 

Tperbakoscxas ranepea, MockBa. 

Cxoncrao «Boromarepu /lonckoii» c «BOrOMaTepeIo» A€4- 
cycnoro uuua bBnarogeimenckoro coGopa Aenaer BepoAT- 
HbIM, STO BbINOxNAL ce cam Deopani. OGpas ckop6u n «Boro- 
Marepu BnanuMupcKoii» ycrynaer Mecro oGpa3y MaTepuu- 
CKOĂ HEXHOCTA H CHACTb3i, CHNTHOCTH PHUTYP Marepu u Mra- 
menua. B 2ToM Orimine OT GonbuHHCTBA MakenOHCKHX 
uxon («Honbi Ha Bankanax», ra6n. 154, 171). Durypei 
BoroMaTepu H Mnanenuta COCTABAAIOT Y Veogana NCHXO- 
NOTHWECKOE H KOMIIO3HLHOHHOE €JIHHCTBO. Bmecre c TEM H3- 
Gernyra xcaupoBocrb «Ilenaronuiicoii Boromarepu» 1421— 
1422 rr, («Vxonbi na Banxanax», ra6n. 191), Bauparomeit 
Ha 3purena, Peoban COXpanaeT BENHUHE N BO3BEILIEHHOCTE 
o6paaa, 

Jur: JI. Jlufuuuy, Wxona «/lonckoii Boromarepu. — 
C6. «/lpennepycekoe uekyeerBo», M., 1970, erp. 87—114. 


THEOPHANES THE GREEK AND HIS SCHOOL 

THE VIRGIN OF THE DON 

Detail. Reverse: The Dormition 

From the Annunciation Cathedral 

of the Moscow Kremlin. 

Late 14th century. 86 x 68. 

Tretyakov Gallery, Moscow. 

Because of the similarity between the Virgin o/ the Don and 
the Virgin from the Deesis Range of the Annunciation 
Cathedral it may be assumed to have been painted by 
Theophanes himself. The image of grief in the Virgin of 
Vladimir gives way here to one of motherly tenderness and 
happiness, to a merging of the figures of mother and child. 
Here lies the dinstiction between this icon and the majority 
of Macedonian icons on the theme (“Icons in the Balkans”, 
pls. 154, 171). The figures of the Virgin and Child as 
painted by Theophanes present psychological and composi- 
tional unity. At the same time the genre-like quality of the 
Pelagonian Virgin (1421-1422), who looks directly at the 
viewer, has been avoided (“Icons in the Balkans”, plate 191). 
Theophanes preserves the grandeur and loftiness of image. 
Bibliog.: L. Lifschirz, The Virgin of the Don Icon, in “Drev- 
nyerusskoye iskusstvo”, Moscow, 1970, pp. 87-114 (Russ.). 
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PEODAH TPEK (2 

TIPEOBPAXEHHE 

O6umii sua n bparmeur. 

H3 Cnaco-Tlpeo6paxenckoro coGopa 

B Tlepecnagne. 

Havano XV B. 184x 134. 

“Tperbaxonckaa ranepes, MockBa. 

Tlpuuaro yeMarpuBarb B usoGpaxennax npeoGpaxeruts 
XIV B. OTKMUKH CNOPOB HCHXACTOB O (PaBOpCKOM CBETE. 
OnHako npAMOĂ 3aBHCHMOCTH XYHOXHHKOB OT GOrocHNoBoB 
ne Sbino. B «flpeopaxenuu» napuxckoi pykonueu «Teo- 
noruweckne counnenua Hoanna Kauraxysuna» (1371—1375 
rr. Napuxekaa Haumonanvnas Gu6umorexa, rp. 1242) Xpuc- 
TOC H NPOpOKH OTAENCHbI HHTEPBANOM OT NAAarOIMx BHH3 
anocronoa. B nepecnaBAbckO MKOHE HPaMaTH3M MHOTO 
pona: Ilerp ranerca KBepxy, Hoann namaer, MakoB 3a- 
KpbiBaer pykaMu no. Caer, uexonautii Or (burypbt Xpne- 
Ta p GenbIX PH3aX C 30NOTbIM ACCHCTOM, Nanaer ronyGbiMu 
GnuxaMH nOBCIOAy, HO He B Cunax noGennrb mpaxa. B 5T0M 
NpaMaTH3M >T0I4 reobannu. 

Jur.: M. Alpatov und N. Brunov, Geschichte der altrus- 
sischen Kunst, Augsburg, 1932, S. 306. 
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APXAHTEJI MHXANIL 

CXUTHEM 

Cp n xaelima: 

Tloxastmne npopoxa Jlauuna, 

TloGnenne noitexa accupitiicoro, 

Bopb6a HaxoBa € aurer10M. 

Havano XV B. 235,5 x 182,2. 

Apxanrensckuiă co6op 

MocxoBekoro Kpemua. 

Tlpesocxonwaa pa6ora cospemeunuxa PyGnesa c Hexoro- 
primu cnenamn Bosneiicraua Geoana Tpera. B uxone 
MENB3A BHAETE JMMUII6 MIIMOCTPALMIO BOHHCKOI MOBCCTH, 
npuatiB K Myeeray. Ecnu «Tponua» PyGnega — aBnenue 
monsM eGecnoli KPacoTbi, TO 3A€Cb — ABIICHHE MyAECTBA 
B oGpasax kpewnaroro Bona u GoroGopiia Maxosa. 

Jur: K. Tuxomupoaa, FEpONuecKOE CKa3aHne B ApeHepye- 
cko xunonncu. — C6. «/lpeuepycexoe uekycerBo», M., 
1970, erp. 7—28. 


THEOPHANES THE GREEK (?) 

THE TRANSFIGURATION 

General view and detail. 

From the Cathedral of the Transfiguration 

in Pereslavl. 

Early 15th century. 184 x 134. 

Tretyakov Gallery, Moscow, 

It is customary to see in the 14th century representations 
of the Transfiguration some reflections of the Hesychasts” 
arguments about the light on Mount Tabor. However, 
icon painters were not directly dependent on the theologians. 
In the Transfiguration in the Paris MS of The Theological 
Works of John Cantacuzenus (1371-1375, the Bibliothtque 
Nationale, Paris gr. 1242) Christ and the Prophets are 
separated by a space from the Apostles, who are tumbling 
down. The dramatism in the Pereslavl icon is of a diflerent 
kind: Peter is seen straining upwards, John is falling, while 
Jacob hides his face in his hands. The radiance emanating 
from the figure of Christ, who is in white raiment with gold 
hatching, casts blue patches of light on everything but is 
unable to overcome the darkness. This eflect accounts for 
the dramatic nature of this theophany. 

Bibliog.: M. Alpatov und N. Brunov, Geschichte der alt- 
russischen Kunst, Augsburg, 1932, S. 306. 
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THE ARCHANGEL MICHAEL 
WITH SCENES OF HIS ACTS 

Centre panel and border scenes: 

The Penance of King David, 

The Defeat of the Assyrian Host, 

Jacob and the Angel. 

Early 15th century. 235,5 x 182.2. 

The Cathedral of the Archangel Michael 

of the Moscow Kremlin. 

A splendid work by a contemporary of Rublev with 
certain traces of the influence of Theophanes the Greek. 
The icon must not be considered only as an illustration to 
a military story, or as appeal for bravery. While Rublev's 
Old Testament Trinity is an apparition of heavenly beauty to 
the people, this icon is an apparition of bravery in the ima- 
ges of the winged warrior and the theomachist Jacob. 
Bibliog.: K. Tikhomirova, Heroic Tales in Early Russian 
Painting, in “Drevnyerusskoye iskusstvo”, Moscow, 1970. 
pp. 7-28 (Russ.). 
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APXAHTEJI MAXAHJL 
1405. 211 x 121, 
Vona neucycHoro una 
uxonocraca Bnarosentenckoro coGopa 
Mocxoscxoro Kpemna. 


Vona OTAMAeTCA OT OCTANBHbIX WHHOBEIX HKOH, BBIIOJI- 
nennbix DeopatoM TpekoM. Her HOCTaToHIbIX OCHOBanMit 
Taxe CuHTaTb CO3naBIuero ee Macrepa ytenukoM Deodana. 
B «Apxanrene Muxanne» 3aMETHbI WEPTbi CHAraBuIeroca 
CTANA PyCCKOIĂ uIKOAEI HKOHONHCH: OHIecKOE CNOKOHCTBHE 

o6pasa, CunyaTHOCT, OTKPbiTblit LIBET (KHHOBapE). 
Jnr.: H. Huxufopanu, Onsir arpuynan uxonocraca Bna- 
ToBeuteucKoro CoGOpa Hp OMOLU H3uIeCKHX METOZOB 
ncenenobanua. — «I(ymsrypa Jlpenneu Pycr», M., 1966, 


THE ARCHANGEL MICHAEL 

1405. 211 x 121. 

An icon from the Deesis Range 

of the iconostasis in the Annunciation Cathedral 
of the Moscow Kremlin. 


The icon diflers from other icons of the Deesis, which were 
painted by Theophanes the Greek. There are insuficient 
grounds for considering its painter one of Theophanes' 
pupils. The Archangel Michael displays certain features 
of the style of the Russian school of icon painting which 
was then in formation: an epic calmness of image, accentu- 
ated outline, and bright colour (cinnabar). 

Bibliog.: N. Nikiforaki, Experience of Physical methods 
în the Attributions of the Iconostasis of the Annunciation 


crp. 173—176. Cathedral, in “Kultura Drevnyei Rusi”, Moscow, 1966, 
pp. 173-176 (Russ.). 
79 
IIPEOBPAXEHUE THE TRANSFIGURATION 
1405. 80x60. 1405. 80x60. 
Vona npa3nHuunoro wma An icon from the Church Feasts Range 


uxonocraca Bnaroenlenckoro co6opa 
Mocxoexoro Kpemna. 


Cpenu npa3AHUIHLIX HKOH OANA 43 CAMBIX COBEPIIERHIBIX H 
nyuesapHbix — 370 uxoHa «IlpeoGpaxenne», BUnuMO, CO- 
3uauue camoro Py6nesa. 


Jr: M. Aanamoa, VKOROTPRPHNECKAA TPAnuUuA 4 XY20- 
KECTBEHINOE TBOPIIECTBO. — (ATIOZI 10 HCTOPIU PYCCKOTO 


of the iconostasis in the Annunciation Cathedral 
of the Moscow Kremlin. 


Of the Church Feasts Range this is one of the finest and 
most radiant and was presumably painted by Rublev 
himself. 

Bibliog.: M. Alpatov, Le tradition iconographique et 
creation artistique dans Vancienne peinture russe, in 


uekyceTBa», T. 1, crp. 127—137, “Arte”, 1961, englio-sattebre, pp. 3-27. 
80 81 
AHAPEA PVBNEB ANDREI RUBLEV 
CIIAC THE SAVIOUR 
parmenr. Detail. 
AIOCTOJI IIABEJI THE APOSTLE PAUL 
“parmenr. Detail. 


Von neucycHoro “na, 

naiinennoro B 3ennropore. 

Havano XV a. 158 x 106. 

"TperbakoBckaa ranepea, Mockpa. 

"Tperba nxona — «Apxanren Muxan. 

TlepBOknaccHOe CO3AAHME BEIMKOTO MACTEpA, BOSHHKILCE 
npHMepno B re Xe robi, uro n pecku Ycnencoro coGopa 
no Bnanumupe 


JIuz.: M. Aanamos, Aunpeii PyGnes, crp. 14, 15. 


Icons of the Deesis Range, 
found in Zvenigorod. 

Early 15th century. 158 x 106. 

Tretyakov Gallery, Moscow. 

“The third icon is the Archangel Michael. 

A first-class work by the great master which must have 
been painted roughly during the same years as the frescoes 
în the Dormition Cathedral in Vladimir. 

Bibliog.: M. Alpatov, Andrei Rublev, Milano, 1962, p. 24 
(Russ). 


67 82 83 
AH/PEA PYBJIEB ANDREI RUBLEV 
TPONIIA THE OLD TESTAMENT TRINITY 
OG Bua n bparmenrii. General view and details. 
Hs Tpouuxoro coGopa From the Trinity Cathedral 


Tponue-CeprueBoii naBpt. 

Havano XV a. 142x 114. 

TperbakoBcxaa ranepea, MockBa. 

HecMoTpa Ha YTparbi HEKOTOPbiX acreii neponarta/rsnoiă 
XHBONUCH (nani arena cnepa, MOHOBIEHHLIE AHKH), HKOHa 
Coxpanura BCIO HEOTPa3uMyI0 npenecrb menenpa npene- 
Pyeckoii XUBONHCU. Cnopbi O TOM, KOro H3 Mun Tponubi 
uMen B Bily PyGne B KaX/IOM 43 Tpex aHreHoB, HMEIOT 
BTOPOCTENCHIOE 3HAMEHNE AIA NOHHMAHHA €ro TBOpuecrBa. 
Xy1OXHUKa MHTEpecoBanu He pa3znius MEXAy anrenaMa, 
HO B MepByIo Ovepenb HX OGIIHOcTE, Apyx6a, Hepasaern- 
ocTE, 

Jur: H. [paGapb, A. PyGneB. — «Bonpocti pecraBpattau», 
Biti. L, M., 1926, crp. 71; H. emuna, «Tponua» PyGnesa, 
M., 1963; M. Aanamoe, O suaenuu «Tponusn> PyGnesa. — 
KOTIOABI NO HCTOPHA PyceKOTO HCKyCeTBA», T. |, cTp. 119— 
127; T. Bsdopnoe, HoBoorkpiraa mona «TpOnubI» u3 
Tpoune-Cepruenoii napti n «Tpomua» PyGnega. — C6. 
«lpeauepycexoe nekycerao», M., 1970, crp. 115—155. 


of the Trinity-Sergius Lavra. 

Early 15th century. 142 x 114. 

Tretyakov Gallery, Moscow. 

Despite the loss of some parts of the original painting 
(the cloak of the left-hand angel, and the faces, which have 
been touched up), the icon has preserved the irresistible 
charm of this masterpiece of early Russian painting. All 
arguments about which of the three persons of the Trinity 
Rublev depicted in each of the three angels are of secondary 
importance to an understanding of his work. The artists 
was interested not in the diflerence between the angels but, 
above all, in what brought them together—spiritual unity, 
friendship and indivisibility. 

Bibliog.: 7. Grabar, A. Rublev, in “Voprosy restavratsii”, 
fascicle 1, Moscow, 1926, p. 71 ( Russ.); N. Demina, Rublev's 
Old Testament Trinity, Moscow, 1963 (Russ.); M. Alpa- 
tov, On the Significance of Rublev's O/d Testament Trinit) 
in “Studi vari diumanită in onore di Francesco Flora”, 
Milano, 1963, p. 825; G. Vzdornov, The Newly Revealed Old 
Testament Trinity Icon from the Trinity-Sergius Lavra and 
Rublev's Old Testament Trinity, în “Drevnyerusskoye is- 
kusstvo”, Moscow, 1970, pp. 115-155 (Russ.). 
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THE PROPHIETS DANIEL, 
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THE DORMITION 
1 cena. Pav seo, 903 385. 
Tre emit, enma. 


IAPCKHE BPATA 

Vs coGparua UL. OcrpoyxoBa. 

XV s. Hosroponexaa mona. 138 x 40. 
Tperbakoacxaa ranepea, MocKBa. 


UYHO TEOPTHA O 3MUHE 

H3 uepkBu norncra HuKOscKoro 

Gnu3 Pocroba-Benuxoro. 

Hasano XVI B. Pocrosckan ukona. 115 x 98. 
TperbakoBcxaa ranepea, MockBa. 

ConocTaBNeHHHIe Ha pa3BOpOTE HKOHEI NOAKHBI MAT HE- 
KOTOpoe NpeACTABNenHe O MpeBHepyeckOM  MKOHOCTACe 
(B Hero Bxomuna eme npasmuubiă m npopouecknii, a 
norma n npaoresecknă Apycbi). OTuM HOMXHO B HEKOTO- 
poi crenenu xoppexrupoarbca OumGounoe OGIKHoBerne 
Pa3BeuIHBATE WKOHBI B COBPEMEHHBIX XY/OKECTBEHHbIX My- 
3651 KAK CTAHKOBbIE KAPTHHbI, OJHY NOOAANE OT Apyrol 
B NpOH3BONbHOM NOPazke. HKOHbI EHCYCHOTO WnHa «nep- 
au» Bce Ocranbibie acru nkonocraca. Hunii ApyC Tax 
Ha3bIBAEMDIX MECTHBIX HKOH GUI MEHEe CTPOTO YNOPAOeti, 
TAK KA OH CO3AABAIICA HE OAHHM MaCTEpOM n He OHOBpe- 
MeHHo (B name pexoHcTpykuuu Hapany c HkoHOii XIV B. 
ecrb n ukona XVI 5.). Ho orerynnemne Or CTporoii cuM- 
METpHA HE HapyIuan0 HENOCTHOCTH BnevarieHuA, re Gonee 
To HapcKue BpaTa NOAepKuBarnu CpeHioro OCb. B M3BecT- 
BOM CMbICIIE BCE NpenCTAB/ieHHble Ha MKOHaX (PATYPbt pH 
HHMANA YWACTHE B CBANIEHHOJEĂCT BUN, B MONCHUA PHTYp 
encycROro WnHa. CyIuHOCTb HKOHOCTACA HE TONBKO B HKO- 
norpabuuecroit nporpaMme, HO u B OCOGOM MIOHHMAHHN CBO- 
Goi H HEOGXOHAHMOCTH KOMNO3HLUAA (B TOM €ro Orne 
or Gonee craGnibtibix NONANTAXOB — anrapbix OGpa3oB 
Hrannn). 

Jur: H. Cnepoacnuii, CTapuHHIe PyCCRHE WKOHOCTACBI, 
Cn6., 1893; JI. Bemun, O6 apxnrekTypnoi KOMNOIMLUNH 
PeBHEpyCCKHX BbICOKHX HKOHOCTaCOB. — C6. «/lpeBnepyc- 
ckoe nckyccTBO», M., 1970, crp. 41-56. 
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THE ROYAL DOORS 
From the I. Ostroukhov collection. 
15th century. Novgorod school. 138 x40. 
Tretyakov Gallery, Moscow. 


93 
ST GEORGE AND THE DRAGON 


From the church of the pogost of Nikolskoye 

near Rostov the Great. 

Early 16th century. Rostov school. 115 x98. 

Tretyakov Gallery, Moscow. 

The icons reproduced on these two pages should give some 
idea of an early Russian iconostasis (which also included 
the Church Feasts, Prophers, and sometimes Parriarchs 
ranges). This fact should correct to a certain degree the 
mistaken custom of hanging icons as easel paintings are 
hung in modern art museum-—one separated from the other 
and arranged in an arbitrary way. The icons of the Deesis 
Range “held” together all the other parts of the iconostasis. 
The bottom tier, the so-called Local Range was less strict 
in its order because the icons in it were not usually painted 
by the same master, and not even at the same time (our 
reconstruction includes, besides a 14th century icon, 
a 16th century one). But this deviation from strict sym- 
metry did not violate the integrity of the impression, 
especially as the Roya/ Doors stressed the centre axis of the 
iconostasis, In a certain way all the figures represented 
took part in divine service, joined the interceding figures 
in the Deesis Range. The meaning if the iconostasis lies not 
only în its iconographic programme but also in its special 
conception of freedom and compositional necessity (here 
it diflers from the more stable polyptychs—the altar images 
of Italy). 

Bibliog.: N. Sperovsky, Old Russian Iconostases, St Pe- 
tersburg, 1893 (Russ.); L. Betin, About the Architectural 
Composition of Tall Iconostases of Early Russia, in “Drev- 
nyerusskoye iskusstvo”, Moscow, 1970, pp. 41-56 (Russ.). 


94—100 
ANOCTOJL TIETP. THE APOSTLE PETER. 
APXAHTEJI MAHXAHUI. THE ARCHANGEL MICHAEL, 
BOTOMATEPb. THE VIRGIN. 
CIIAC HA IIPECTOJIE. THE SAVIOUR ENTHRONED. 
HOAHH IIPE/ATEWA. ST JOHN THE BAPTIST, 


APXAHTEII TABPHUUI. 
ANIOCTOII IIABEJI 

XV a. Hoproponcxaa urona. 160 x 59, 
cpezuux 157 x 108. 

"TperzaxoBckaa ranepea, MOckBa. 


101—1 

DMOHUCUĂ 

APXAHTEJI MUXAHII. 
BOTOMATEPB. 

HOAHH IIPEATEWA. 
ATIOCTOJ TIABEJI. 
TPATOPUIĂ BOTOCIIOB 


U3 nepxu Poxnecraa BOrOpoxuutbi 

DepanonTOBa MOHACTBIPal. 

Oxono 1502 r. 15560. 

TperbaxoBcxaa ranepesi, MockBa 

n Pycexuit My3eii, Jlenuurpan (raGn. 165). 

ont BEIMONNANACE (NORCHEM 4 ETC ysenuxaMu. DTHM, 
BunuMo, OG5AcHMeTcA uX Hepannoueriocre. HauGonee npe- 
xpacusi — crpoiinaa Boromarept, ruGxaa (arypa Voanna, 
Tpuropui Borocnoe B ero Genocuexnoii puse. PazoM 
C IMI HOBTOPOLCKHĂĂ “Ii IIPOATPEIBAET. 

Jinr.: 9. Cmupnoaa, Xunonucs Țlpenueii Pycu (axozxu 
n orkpeirua), JL., 1970, ra6in. 24, erp. 10. 


THE ARCHANGEL 

GABRIEL. 

THE APOSTLE PAUL 

1Sth century. Novgorod school. 160 x 59, 
centre panel 157 x 108. 

Tretyakov Gallery, Moscow. 


04 165 
DIONYSIUS 
THE ARCHANGEL MICHAEL. 
THE VIRGIN, 
ST JOHN THE BAPTIST. 
THE APOSTLE PAUL. 
ST GREGORY THE THEOLOGIAN 
From the Church of the Nativity of the Virgin 
in the Ferapontov Monastery. 
e. 1502. 155 60. 
Tretyakov Gallery, Moscow 
and Russian Museum, Leningrad (plate 165). 
The icons were painted by Dionysius and his pupils, and 
this explains the dissimilarity in their merits. The best are 
those depicting the slender Virgin, the supple figure of 
St John, and St Gregory the Theologian in his snow-white 
raiment. Beside this range the Novgorodian one is seen 
as inferior. 
Bibliog.: E. Smirnova, Painting of Early Rus (Finds and 
Discoveries), Leningrad, 1970, plate 21 p. 10 ( Russ.). 
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APXARIEA MIXAI 


im Rama. 
cca et Dermura, 


1 
aexauren nun 


THE ARCHANGEL MICHAEL 


From Xa 
Rusia Museum, Lira. 


06 


THE ARCHANGEIL NICHAEL 
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THE NATIVITY OF CatRIst 
From te 1. Oasukov colea. 
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68-71 


112 


Il 


AMUTPHĂ COINYHCKHH 

CXHTHEM 

3 Hosropona. 

Hasano XV a. 111 x 86,5. 

Bpemenio — Opunrax, Jlerintrpau. 

Ora HOBropOHCKaA BOHHCKAA ROMA — AHanoruA K COBpE- 
Mmennoii că one «Apxanren Muxaun C XHTHeM» Apxart- 
rensckoro co6opa. Cp. cuerbi noenntika e knelimom «Bops6a 
WaxoBa e anrenom». Horoponexas oma Gonee apxantna. 
PazoM C nocKoCTHBIMH Purypamu (Bporte GenocteHoro 
KOHA) B HeTBEpTOM KneliMe Cpepxy cnpana nepenania OG%eM- 
nocrb xamennoii rpoGruubi (cp. e «Ycnennem» XV n.)- 
Jur: B. Teopeuesckuiz, Hoproponcknii my3eii. — «Ceruu- 
nu», 1915, Ne 9—12. 


1 
YCNEHUE 


Hasano XV n. HoBroponckaa iona. 48 X 37, 

Pycexuit My3eii, Jleuuurpaa. 

Copamennniit nepeson «Ycneuna» (Ge anocronos). Hxona 
numaerea 3T4M «COGOPHOCTH». JATO BHINYKNO NepenaHbi 
aneMenTapHble popMbi — ropu3oHTanb B purype yMepuueii, 
oGemnocTt ce noa n sanii. Durypxu Woanna n Cre- 
pana (cp. c «POXHECTBOM XPHCTOBLIM)) BHOCAT B HKOHY 
ueprbi MoneuHbix oGpa3oB (cp. c nkonoii «Dnop, Haxoa n 
JlaBp») n BbirecHator u3 ee peiicraue. Wacru 3nanuit 10- 
NuCaHbi NIpu no3AHelimeii pecraBpauau. 
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CTPANIHBIĂ CYA 

OGumit Bun n parmenr. 

Cepennna XV B. 

Hosroponekaa umona. 162x 115. 

“Tperbaxopckaa ranepes, MocKBa. 

PycckAii BapHaHT TPaAMUMOHHOTO HkoHorpabuueckoro runa 
u3oGpaxennii. Menbie HpaMaTH3MA, MEM B BH3AHTHHĂCKHX 
MKOHaX Ha 3Ty TEMyY, 3aT0 GONbuIe 3AHHMaTEIbHOCTH pac- 
casa. C VONEKNOPHOĂ HAMBHOCTBIO NpEnCTABACHBI MOHAXI 
B Palo C KPbUIBILIKAMH 34 NNCAMU, XAK NPu3HaKaMU «aH- 
TexbcKOrO Ha». 


114 


BHTBA HOBTOPOALIEB 

C CY3/AJIPLIAMU 

(tyno or uxonbi 

«3namenue»). 

OGuuit ua n pparmear. 

Cepenuna XV B. 

Hosroponckaa uikona. 121 x 126. 

Hosroponcxuit HCTOpuko-apxnTekTyptit 
my3eit-sanoBenuuk, HOBropon. 

HauGonee coBepuleHHbiit BapHaHT 43 PALa HKOH Ha 3TY TEMY 
(Tpervaxosckoit ranepeu, Pycekoro My3ea u np.). B ocHose 
TOI BOHHCKOI HKOHbI NEXAT HHAA NOITHAKA, WEM B OCHOBE 
GonbInuHCTBa EBAHTENECKHX H XHTHIHBIX MKOH. V3BecTHoe 
CXOJICTBO C MUHHATIOPAMU, MILIIOCTPAHAMA HCTOPHMECKHX 
XPOHAK. 

Jar. A. AnuCuMOB, ÎTIORbI O ROBTOPOLICKOĂ HKOHONHCHI. 
TI. Uyno or uxoust Boropoaunbt. — «Cobus», 1914, N 5, 
crp. 5—21, 
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ST DEMETRIUS OF THESSALONICA 
WITH SCENES FROM HIS LIFE 

From Novgorod. 

Early 15th century. 111 X 86.5. 

Temporarily in the Hermitage, Leningrad. 

This Noveorodian icon, one of those depicting warrior 
saints, is analogous to the contemporary icon of the Archan- 
gel Michael with Scenes from His Life tom the Cathedral 
of the Archangel Michael în the Moscow Kremlin (cf. the 
scenes of the duel here and the border scene Jacob and the 
Angel). The Novgorodian icon îs more archaic. Beside the 
two-dimensional figures (like the snow-white horse), the 
fourth border scene from top on the right-hand side conveys 
the volume of the stone sarcophagus (cf. the 15th century 
Dormition). 

Bibliog.: V. Georgievsky, Novgorod Museum, în *Svetil- 
nik”, 1915, No. 9-12 (Russ). 


12 
THE DORMITION 
Early 15th century. Novgorod school. 48 x 37. 
Russian Museum, Leningrad. 
Ana bridged version of the Dormition (without the Apostles). 
The icon no longer has a “convocational” quality, instead 
the elementary forms are conveyed forthrightly: the hori- 
zontal line în the figure of the Virgin, the three-dimensio- 
nal nature of the couch and the buildings. The little figures 
of John and Stephen (cf. the Nazivity of Christ) introduce 
certain features of vocational icons (cf. the icon of SS Florus, 
Jacob and Laurus) and eliminate all action from the icon. 
Parts of architectural details were painted during later 
restoration work. 
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THE LAST JUDGEMENT 
General view and detail. 

Mid-I5th century. 

Novgorod school. 162 x 115. 

Tretyakov Gallery, Moscow. 

A Russian version of a traditional iconographic type. It has 
less dramatism than Byzantine icons on the same subject, 
but the story it tells has greater fascination. Monks in 
Paradise are represented with folklore naivet€ and have 
little wings as a mark of the “angelic rank. 
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THE BATTLE OF THE NOVGORODIANS 

WITH THE SUZDALIANS 

(The Miracle Worked by the Icon 

of the Virgin of the Sign) 

General view and detail. 

Mid-15th century. 

Novgorod school. 121 x 126. 

Museum of Architecture 

and Ancient Monument, Novgorod. 

“The finest version of the icons on the theme (Tretyakov 
Gallery, Russian Museum, etc.). Depicting military valour, 
it is basedona different set of poetic images from the majori- 
ty of icons on biblical subjects or those depicting lives of 
the saints. There is a certain similarity with miniatures, 
with illustrations of historical chronicles. 

Bibliog.: A. Anisimov, Essays on Novgorodian Icon Paint- 
ing. II. The Miracle Worked by the Icon of the Virgin, 
in “Sophia”, 1914, No, 5, pp. 5-21 (Russ.). 
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GDEJOP CTPATUJNAT ST THEODORE STRAILATES 
CXHTUEM WITH SCENES FROM HIS LIFE 


Cpeztra n kneiiMo: 

Cnarue Denopa co Kpecra 

N €ro uCUENeHHE aHTenoM. 

H3 uepkBu Denopa Crparunara 

B Honropoze. 

Koneu XV B. Hogroponckaa mxona. 180 x 135. 
HoBroponckuii HcTopnko-apxurexrypubrii 
My3eii-3anoBeruuk, HoBropoa. 

Durypa CPeAHUKa W3AUIHA, KAK BOAHBI POCNHCH UEpKBH 
PoxuecrBa BOropoAnubi (DepanonToBa MOHaCTbIpA JInoHu- 
Cus, HO Menee xuBas, em (purypa nemero Teoprua. B xu- 
TMĂHBIX KIEĂMaX NOABANETCA HEXOTOPAA CKOBAHHOCTI (H- 
TYp. [lBykparnoe noBropenne rex e nepconaxeit B «Cra- 
Tu CO Kpecra» nepenaer pasurne AeiicTBua. 

Jar: A. Anucumoa n II. Mypamoe, HOBroponckaa HxOHa 
cs. Denopa Crparunara, M., 1918. 


Centre panel and border scene: 

The Deposilion of St Theodore 

and His Healing by the Angel. 

From the Church of St Theodore Stratilates 

in Novgorod. 

Late 15th century. Novgorod school. 180 x 135. 

Museum of Architecture 

and Ancient Monument, Novgorod. 

"The figure in the centre panel is refined like the warriors 
în the wall painting by Dionysius in the Church of the 
Nativity of the Virgin in the Ferapontov Monastery, but 
it is not so lively as the figure of Sr George on Foot. There 
îs a certain frigidity în the figures in the border scenes. 
The double representation of the same personages in the 
Deposition of St Theodore conveys the development of the 
scene. 

Bibliog.: A. Anisimov and P. Muratov, Novgorodian Icon 
of Sr Theodore Stratilates, Moscow, 1918 (Russ.). 
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HEBEPHE VOMbI 


Wi3 co6opa ca. Cobun B Hopropone. 

Koneu XV p. 24x 19. 

HoBroponckuii HCTOpuko-apxHTekTypubiii 
myseii-3anopezutuk, HOBropon. 

On aBycroponune cobniickue raGnerku (Ta HasbiBaembie 
CBATUbI) BAPTYO3HbI 110 CBOEMyY HCNONHEHHIO. Oanako Bpan 
DA MOXHO CunTaTb MX «neGenunoii necueib» HOBroponcKoH 
ukononncu. B HuX ecrb >nemenT Ge3nunuua n nexBaraer To 
HENOCPEHICTBEHHOCTH BbIpaeHHJ, KOTOPaA cBoiiCTBeHna 
nyuuuM HOBrOponeKuM uxonam XV. B. 


Jlur.: O. Wulf und M. Alpatofj, Denkmiiler der Ikonen- 


THE INCREDULITY OF THOMAS 

From the Cathedral of St Sophia in Novgorod. 

Late 15th century. 24 x 19. 

Museum of Architecture 

and Ancient Monument, Novgorod. 

These two-sided tablets from St Sophia's (the so-called 
Menology) are virtuoso in their execution. However, it 
would not be true to consider them the “swan song” of 
Novgorodian icon painting. There is a certain mediocrity, 
a lack of that spontaneity of expression characteristie of 
the best of 15th century Novgorodian icons. 


Bibliog.: O. Waulf und M. Alpatoff, Denkmăler der Iko- 


malerei in kunstgeschichilicher Folge..., S. 172.  nenmalerei in kunstgeschichilicher Folge ..., $. 172. 
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BOCKPEIIEHMHE JIABAPA THE RAISING OF LAZARUS 


XV B. Hosroponekan imxona (7). 72 x 60, 

Pycexui myseti, Jlenuurpaza. 

Hecmorpa Ha nponcxownenue uxonbi 43 Kupunino-Beno- 
BepPCKOTO MOHaCTEIPA, CBA3aHHOro c MOcKBOH, HKOHa NO CTU- 
nucruveckuM npusnaxam Gnuxe k HOBropony. 

Jimr.: 9. Cmupnosa, [le nonbi u3 Kupun10-Beno3epckoro 
monacrbipa. — «CooGueuna Tocynaperennoro Pycckoro 
my3es», Bin. VIII, JI. 1964, erp. 100. 


15th century. Novgorod school (7). 72 x 60. 
Russian Museum, Leningrad. 

Despite the provenance of the icon—the Kirillo-Belozersky 
Monastery which was connected with Moscow, the icon 
is closest to Novgorod stylistically. 

Bibliog.: E. Smirnova, Two Icons from the Kirillo-Belo- 
zersky Monastery, in “Soobshcheniya Gosudarstvennogo 
Russkogo Muzeya”, fascicle VIII, Leningrad, 1964, p. 100 
(Russ.). 


126 
TIAPACKEBA IIATHULIA ST PARASKEVA PYATNITSA 
CXUTHEM WITH SCENES FROM HER LIFE 
parmenr. Detail. 


XIV—XV ap. IcxoBckaa mkona. 150 x 118. 

Hcropuueckuii My3eii, Mockaa. 

Xapaxrepubiă ackoBCKHĂ OGpa3 KEHIIHHbI C TOHKOI nepe- 
NAME AYIIEBHOTO BbIPAXEHHA B NANE. Ambii nau € 30110- 
TBIM ACCHCTOM TAKXE THNHUEH JUIA TICKOBCKOIĂ IIKOIIbI. 
Jlar.: M. Iaenosa-Cuavsanckaa, Xnrniinaa uxona Ilapac- 
xeBsi [lar C BocemHarutarbio kneiiMamu. — C6. «/lpeB- 
Hepyccoe HCKyCeTBO. Xynomecrsennas Kybrypa TICKOBa, 
M., 1968, crp. 127—138. 


14th-15th century. Pskov school, 150 x 118. 
History Museum, Moscow. 

A characteristic Pskovian image of a woman, with its 
delicately conveyed spirituality of features. The crimson 
cloak with gold hatching is typical of Pskov school. 
Bibliog.: M. Pavlova-Silvanskaya, The Icon of Paraskeva 
Pyainitsa with Eighteenth Scenes from Her Life, în “Drev- 
nyerusskoye iskusstvo. Khudozhestvennaya kultura Psko- 
va”, Moscow, 1968, pp. 127-138 ( Russ.). 
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POMAECTBO BOFOMATEE 
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CONECTBUE 

BO AZI 

Dparmenr. 

W13 Tponuxore coGopa p Ocrpope. 

XV p. Ilexopcxaa mona. 156 X92. 

Pyceruiă My3căi, Jleuuur pax. 

Hanpaennoe pripaxenne naut u ne nepeGugaembiii XOnon- 
EIMU TOHaMA Apko-arsii rulau EBbi — XapaxTEpute veprbi 
CKOBCKOĂ LIKONIB. 

Jlnr.: H. Ilopupudoa, K ueTopuu HCxoBcKOI CTauxoBoii 
xuBonucu. VIxona «Comecrene Bo az» n3 Ocrpona. — C6. 
«/lpennepycexoe HCKyCETBO, XynoecTBeHnaA KYA5Typa 
Tlexona», erp. 109—113. 
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COBOP BOTOMATEPUH 

OGuunii Bun u bparmenr. 

V3 uepxsu Iloxposa B Tlcxope. 

Bropas nonosuna XIV B. 

TlckoBckas mona. 81 x 61. 

Tperbakosckaa ranepea, MocKBa. 

3navenue 370 WKoHbI me He paranano. JlnoHucniickoe 
uceTynneuue xapakrepHo zula Ickoga. OTcTynneHua OT Ka- 
HOnOB — CMyruble nonyoGuaxennbie rena 3emnu n Ilye- 
'ToIRu, aurenbi 6e3 KpbubeB. TOpenne ApkO-anoro (Cp. C MKO- 
Bamu «Apxanren Taspunn», «PoxnecrBo BOroMarepn», 
«Comecrne & um). 

Jlnr.: A. Hexpacoa, IlpeBuepycexoe u306pa3uTerHoc HCKyE- 
co, M., 1937, crp. 180, 181. 


THE ANASTASIS 

(The descent into hell) 

Detail. 

From the Trinity Cathedral in Ostrov. 

15th century. Pskov school. 156 x 92. 

Russian Museum, Leningrad. 

“The tense expression on the faces, and the bright crimson 
cloak of Eve, which is not broken by cold hues, are char- 
acteristic features of the Pskov school. 

Bibliog.: N. Porfiridov, On the History of Pskovian Panel 
Painting. The Descent Into Hell, Icon from Ostrov, in 
“Drevnyerusskoye iskusstvo. Khudozhestvennaya kultura 
Pskova”, pp. 109-113 (Russ.). 


137 

THE SYNAXIS OF THE VIRGIN 

General view and detail. 

From the Church of the Intercession în Pskov. 

Second half 141h century. 

Pskov school. 81 x 61. 

Tretyakov Gallery, Moscow. 

The sienificance of this icon has still to be discovered. The 
Dionysiac frenzy is characteristic of Pskov. The deviations 
from the canons: the swarthy, half-naked bodies of the 
figures personifyine the Earth and the Wilderness, and the 
angels without wings. There are patches of flaming crimson 
(ef. the icons of the Archangel Gabriel, the Nativity of the 
Virgin, the Anastasis). 

Bibliog.: A. Nekrasov, Early Russian Fine Art, Moscow, 
1937, pp. 180, 181 ( Russ.) 


134—136 


POX/IECTBO XPHCTOBO 

C H35BPAHHbIMU CBATBIMU 

OGunit Bu n Ba bparmenra. 

UI TlokpoBexoă uepkBu B Onowxe 

TlckoBckoii 06.1. 

XV-—XVI sa. Ilckockaa mona. 82 x 73, 

TICKoBCKuIĂ HCTOPHKO-XynoxecTBenubri My3eit, 

Tlcko (pemeHHto B PycekoM My3ce), 

MHoro XH3HEHHOCTA H HEnOCPeACTBEHHOCTU B XEHUIMHAX, 
YMBIBIOLLAX Mnaylenua, 8 newarbHom Vocue u B nacryxe, 
Tpy6amem B por. Durypi pa3GpocaHbi NO NOBEPXHOCTH 
moni. TIOnybArypui CBATBIX HeCOpa3Mephi (pur ypam Cpert- 
Haka, TeMHOTA TOPbi, BH/IHMO, HOIDKHa O3HAWATb Mpak 
HOWH, OTCTynneHHe OT MKOHOrpabuieckux KAHOHOB. Anre- 
Ii, norouime caBy, — usoGperenne macrepa. Maneribkuit 
aCTyIIIOK (3ATECAIICA» B ITOT JIEHCYC, HO OTAAIIBACTCA Ha 
caoero ToBapuua. 

Jur: 9. Cmupnoaa, Xnonucs Țlpesneit Pycu (Haxonkn ui 
Orkpbirua), Crp. 7, nat. 12—21. 


138 
IOJIOXEHMUE BO TPOB 
OGuuntiă Bun  parmenr. 
3 coGpanna V. OcrpoyxoBa. 
Koneu XV a. 91 x 63. 
TperbaxoBcxaa ranepea, MockBa. 


THE NATIVITY OF CHRIST 

WITH SELECTED SAINTS 

General view and two details. 

From the Church of the Intercession in Opochka, 

Pskov Region. 

1Sth-16th century. Pskov school. 82 x 73. 

Art Museum, Pskov (temporary 

in the Russian Museum), 

“There is much that is life-like and spontaneous in the women 
bathing the Child, in the sad-looking Joseph and the young 
shepherd blowing the horn. The figures are scattered over 
the surface of the icon. The half-length figures of saints are 
not in proportion with the figures of the main section. The 
dark colour of the mountain apparenily signifies the dark- 
ness of night. The icon deviates from the iconographic ca- 
nons; the angels singing glory having been added by the 
painter. A shepherd boy has wormed himself into the Deesis 
but he turns round to look at his comrade. 

Bibliog.: E. Smirnova, Painting of Early Rus (Finds and 
Discoveries), p. 7, pls. 12-21 ( Russ.). 


140 

THE ENTOMBMENT 

General view and detail. 

From the I. Ostroukhov collection. 
Late 15th century. 91 x 63. 
Tretyakov Gallery, Moscow. 
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CONIECTBHE 

BO AJ 

H3 co6panna A. Moposoea. 

Koneu XV B. 91 x 60. 

“Tperbaxogckaa ranepea, MckBa. 

Cenerua o nponcxoxpenun akon (ra6n. 138, 140) u3 Kap- 
ronona nenocrosepubi. CXOCTBo ropox B «IIOn0KeHHu BO 
rpo6» c «lpeoGpaernem» TOpEKOBCKOTO My3ea (HI. Po- 
sanoaa, PocroBo-Cysnansckaa xunonuct XII-—XVI BexoB, 
M., 1970, ra6a. 86) nenocrarouno Ana OTHecetiuA MKOH 
K Hwkeroponekoii mkone. [LO uBery Gu3KH HOBTOPOHCKHE 


THE ANASTASIS 

(The descent into hell) 

From the A. Morozov collection. 

Late 15th century. 91 x 60, 

Tretyakov Gallery, Moscow. 

The information which points to Kargopol as the prove- 
nance of the icons (pls. 139, 140) is dubious. The similarity 
between the hilly landscape in the Entombmenr and the 
2 msfiguration în the Museum in Gorky (N. Rosanova, 
Rostov-Suzdal Painting in the 12th-16th Centuries, Mos- 
cow, 1970, pl. 86) is not sufficient to enable the icons to be 


123  uxoHbi, ne cBarusi (cp. c nkonoli «HeBepne Dome), a ne-  ascribed to the Nizhny Novgorod school. The closest 
121 umii Teoprnii. «ComecrBue BO a7), BHAHMO, Hpyroro, Me- Novgorod icons are not those of the Menology (cf. the icon 
ee onapeHnoro Macrepa. «Ilonoweune Bo rpo6» me ycTy- of the Ineredulity of Thomas), but that of Sr George on Foot. 
naer u3Becrnoii ppecke Ha Ty e remy IIKOTTO. The Anastasis is apparently by a diflerent and less gifted 
painter. The Entombment is not inferior to the well-known 
fresco on the same theme by Giotto. 
141 
BOTOMATEPb IETPOBCKAA THE PETROVSKAYA VIRGIN 
3 co6panua C. PaGymunexoro. From the S. Ryabushinsky collection. 
XIV B.23x17. 14th century. 23x17. 
“Tperbaxonckaa ranepea, Moca.  Tretyakov Gallery, Moscow. 
142 
UAPCKHE BPATA THE ROYAL DOORS 
parmenr: Boromarepe u3 «bnaropemenua». Detail: the Virgin from the Annunciation. 
V3 cena Hmunckoro Gus Kanununa. From the village of Ilyinskoye near Kalinin. 
XV-—XVIsa.40x28.  1Sth-lâth century. 40 x 28. 
Myseii npesnepycexoro uexycerea Andrei Rublev Museum 
umenu Annpea Py6nesa, Mocksa. of Early Russian Art, Moscow. 
O6e ukonsi OrHocAT K rBepckoii mkone. Kax u cepepuiie Both icons are ascribed to Tver school. Like the Northern 
HKOHHI, 3T0 NpoBuuumanbubie paGoTbi, HO Cc mpumenennem icons, these are by provincial painters—but they use the 
penkoro ugera — rony6ua. Boromarepe neoGrruna coum rare golubers blue, The Virgin is unusual in that she regards 
o6pamenHbiM K 3puremo Barnanom. B «BnaroBeuenuw» — the viewer directly. The Annunciation shows some throw- 
orronocku naeonoroBckoii npocrpanersennoit apxurexry- back to Paleologue spatial architecture. The figure of Mary 
pui. Durypa Mapuu c npaxeit ne numena usamecraa, with a strand of wool in her hand is not devoid of finesse, 
143 
OIIOP, JIABP, BIIACHM SS FLORUS, LAURUS, BLAISE 
H MOAECT AND MODESTE 
XV n. Hosroponexaa mona. 64x40, 15th century. Novgorod school. 64x40. 
Pycexuit mMyseii, Jleumnrpan. Russian Museum, Leningrad: 
Ecnu KybT NOKpOBuTeneii CKOTA BOCXOMT K anruunocru,  Though the cult of the patron saints of animals goes back 
TO B HCKYCCTBE ITO HE HaXOAAT CeGe MpAMoro Bbipaxenua. to antiquity, there is hardly any direct expression of the 
ru paGOTi MOTIN BO3HAKRyTb B OKpecribix mepesnax Hop- fact in art. Such paintings could have appeared în the 
120 ropona, orcioa ux apxau3M. Bropaa nxona aer po3mox- | villages neighbouring on Novgorod, hence their archaic 


ROCI mpencraBuTe ce6e nponecc BuipaGOTKH «naccite- 
cxoro zina» uxonbi o Pnope n Jlaape. 


Jlar.: 9. Cmupnosa, Xusonuce OGonexba XIV—XVII BB., 


features. The second icon gives us a chance to picture the 
process by which the “classical type” of icons of S:S Florus 
and Laurus emerged. 


crp. 75.  Bibliog.: E. Smirnova, 14th-17th Century Painting of the 
Lake Onega Area, p. 75 (Russ.). 
144 
4YHO O OJIOPE H JIABPE, SS FLORUS AND LAURUS, 
BIIACUH, CIAPUANOHUHĂ BLAISE, SPIRIDONIUS 
parmenr. Detail. 


V3 nepenia Tunumuti. 
XV -—nasano XVI n. 67 x 50,7. 
Pycexuit My3el, Jleuinurpaa. 


From the village of Tipinitsa. 
1Sth-early 16th century. 67 x 50.7. 
Russian Museum, Leningrad. 
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HUKOJIA 3APAHCKUĂ 
CXUHTHEM 
Kneiimo: Poxnenne Hukonb. 


U3 TeoprueBckoii LlepkBA 

Tepe6yxcxoro norocra 6au3 Honoă Jlanoru. 

XIV—XV Ba. 129x77. 

Pycexuit My3eii, Jlenunrpazl. 

HKOHa-IpHMHTUB (GbiTb MOXET, POCTOBO-CY3NaNBCKOrO 
nponcxoxnetus). KpacuBblă CHAy3T MeXauieii Aernutuibi, 
TOHKME OTHOWIEHUA KPaCHOro. CXomHbiit MOTHB BOINET 
nosmuee B MCKycCTBO JluoHucua (Cp. c mkonoit «Anexcuii 

151 MATpOnONUT C XHTHEM)), YTPATUB NPH 3TOM NePBOHANAIIE= 


ST NICHOLAS OF ZARAISK 

WITH SCENES FROM HIS LIFE 

Border scene: The Nativity of Nicholas. 

From the Church of St George, 

pogost of Terebuga near Novaya Ladoga. 

14h-15th century. 129 x77. 

Russian Museum, Leningrad. 

A primitive (possibly of Rostov-Suzdal provenance). 
A beautiful silhouette of the reclining woman, and delicate 
relationships of reds. A similar motif was later to be 
incorporated in the work of Dionysius (ef. the icon of 
Sr Alexius, Metropolitan of Moscow, with Scenes from 
His Life), after losing its original lapidary quality. 


HYIO ManMAapHOCTE.  Bibliog.: E. Smirnova, 14th-17th Century Painting of the 
Jur.: 9. Cmupnoea, XuBonucb OGonexa XIV-XVII an. Lake Onega Area, pls. 8,9. 
puc. 8,9. 
146 
HOAHH 3NATOYCT ST JOHN CHRYSOSTOM 


3 Apxanrensckoii 061. 

XVI a. 68,5x49,5. 

Apxanrensckuii My3e 

u306pa3uTexbHbIX HCKYCCTB, APXaHTernbcK. 

Cumuo nonoanen nepBonauarnbnbli xpacubiit OH. Apxa- 

u3M 9Toit uxonbi XVI B. B Ayxe PaHHeHOBrOpOZICKOIĂ LUKOIL 

s7 (ep. e nonoii «Hnba IIpopok»). 


From the Arkhangelsk Region. 

16th century. 68.5 x 49.5. 

Museum of Fine Arts, 

Arkhangelsk. 

Much of the original red background has been restored. The 
archaism of this 164h century icon is quite in the spirit of the 
early Novgorod school (cf. the icon of the Prophet Elijah). 


147 


HUKOJIA OINEWHBUĂ, AEHCYC 

U W35PAHHPIE CBATBIE 

HA IIONAX 

U'3 Bapnapunickoit sacoBru nepenun Ecuno 
Menseberopexoro palona. 

XVI n. 87 x 62. 

Pyccuit My3eă, Jleuuarpaut. 

VIKOHOrpabua, IpHeMbI NUCEMA N KONOPAT HAYT 13 HOBTO- 
poxcKoIt KO. TIOBHIIIEIHAA AEKOPATUBHOCTE, KK B NO3/I- 
neiiuiux pocnucax npanox. Kpacutit (ont cpeznua mpupan- 
MMBACTCA K KPACHBIM OICXIIAM HA TOIIAX. 


Jur: 3. Cmupnoaa, Kusornee OGonexba XIV-XVIL B., 


ST NICHOLAS (HEAD AND SHOULDERS), 

THE DEESIS AND SELECTED 

SAINTS ON THE MARGINS 

From the Chapel of St Barbara in the village of Yesino, 
Medvezhya Gora District. 

16th century, 87 x 62. 

Russian Museum, Leningrad. 

The iconography, the technique of the painting and the 
colour range are derived from Novgorod school. The 
heightened decorativeness is similar to that of later distafis 
with painted ornamentauion. The red background of the 
centre panel balances the red clothes of the figures on the 


crp. 77, margins. 
Bibliog.: E. Smirnova, 14th-17ih Century Painting of the 
Lake Onega Arca, p. 77. 
148 
UYHO O PJIOPE H JIABPE SS FLORUS AND LAURUS 


XVII a. 95,5 x 72,5. 

Myseii nsoGpasnrenbHoro 

WI MIPaKIIa MOTO MCKyceTBa, CMONEHCK. 

Tlapagpasa noBroponckoii uxoubi XV B. Pa6ora npoBuu- 
UHABHOrO Macrepa ycTynaer paGoTe CTONMIHOTO Macrepa. 
Borne CTHAN3OBANHAA NApabpasa TOTO XE NpOTOTHIIA B HKO- 
me u3 Apxaiirenckoii o6nacru («/lpeBepycckOe HCKyCCTBO. 
Horn oxcnemnunii my3ces PCECP no BbiaBretturo u CoGH- 
pauuio nponspeneunii npenepycekoro uckycerBa. Kara- 
nor», JL.—M., 1966, erp. 50, puc. 25). 


120 


17th century. 95.5 x 72,5. 

Museum of Fine 

and Applied Arts, Smolensk. 

This is a version of the 15th century Novgorod icon. The 
work of the provincial master is inferior to that of the 
master in the metropolis. A more stylised version of the 
same prototype is found in the icon from the Arkhangelsk 
Region (“Early Russian Art. Results of Expeditions of 
Museums of the Russian Federation for the Discovery and 
Collection of Works of Early Russian Art. Catalogue”, 
Leningrad-Moscow, 1966, p. 50, plate 25—Russ.). 


149 


UIJIbA IIPOPOK 

U3 nepeanu Kedrenuui 

Kapenvcxoit ACCP. 

XVI B. Ceepabie nucema. 15 X 12. 

Pycckuiă Myseii, Jlennurpaa. 

B 310 nO3Heli HKOHE COXPAHAETCA APXanecKas rupaMUA- 
nansuan cxema. Kpacku rnyxue, HO rapMonnunbie. Cp.  uko- 
noii roro e Macrepa «Cowmecrane BO an C H3GpanHbIMa 
CBATEIMU) H3 APXAHTEJIECKOTO My3ea H30GPa3HTezbHbIX HC- 
xycera (C. Amuunos, [lpesnepycekaa uBonHCb. HOBpIe OT- 
xperrus, ra6ir. 45, 46). 


THE PROPHET ELIJAH 

From the village of Keftenitsy, 

the Karelian Autonomous Republic. 

16th century. Northern icon. 15 x 12. 

Russian Museum, Leningrad. 

This later icon preserves the archaic pyramidal arrange- 
ment. The colours are of low brilliance but are harmonious. 
Cf. the icon by the same master, the Descent Into Hell with 
Selected Saints from the Museum of Fine Arts in Arkhan- 
gelsk (S. Yamshchikov, Early Russian Painting. New Disco- 
veries, pls. 45, 46—Russ.).. 
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1 Veeazar co opa Macraeaore eta 
nea ro ponce predea ma cre d. 
cei Ga aim ae aer. 


er 3, Dap be mona mnropoaaaă aroma IV e 
una, ră. dec. 27305. Ain, Pra 
erea n Arena e Vemeaceră cutate 
cum. — ppm Orez Ieateetoa Argeu 
catea poza mucpaipt AI CEC, 7 SI, 
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PACATUL 

On mn parter, 

15 Toomaorocodopa 

Passo OFaperar mata, 

Orne Ie tes 

Orar esag9e picat ment 3 ae erp 
m ză te ea aacr emae. 
enma sp mec eacat seza Fo 
Toba ecran. Aa vrtraa ment 
în cry spocapuerite Tora palinca; ep. 
mm: a. apte, Limețetim de ioes rue, 
vă 1feepadoniuoaaGe PA: De Nu, 108. 
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uecronnei 

Osama anu 

1cospaner A Ocrpomm 

Oxana sare Mc. 

Tpeuaoaraa ae, Moca 

0: Sa eee ere Tarcea SUT. 
acra Senna a orz aer N. 
Supa rana pa MOGA aaa 
cameoe Pine ra Sua ta IE 
ne dee 


SI ALEXIUS, METROPOLITAN OF MOSCOW, 

ie a e Br Ata 

The Doe al e Renata 

and The rele Parke Dra te Dra fai 

em ie Doemien Citeste Masa Kremini 

tate 188 century 97 152. 

rea Galen, Mozen 

Dio mort ou he seta fo e a at Alei 
on e aa orare on Paine of Ion 9 SI 
Metal vi Sr poe a LE. Te mas E în 
Marspoitan i on, majesle and miruna în ta 
oroarea fe a ep e minate o rasta 
e na see. ine Pact în ee. The ante 

ral dei ere n cuniea Iul en 
iobog: ve Bei Tea leon af ie Iti Century No 
rod cico) 3 pe mă i art Mortar 
Momaa. în "Seuina, 104, N, pp, 2130 (Aa) 

1. Dandot, Ls 7 Pat ea Alea, om te Dor 
ton Cetea Eh Meter Kremlin. n Truda 
umerii! Neemia punea merstur AN 
Sa val Su Notar Lena. 0 pat 
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THE CRUCIFIXION 

Generaiev and dei 

em ve Tiny Cect 

af Pau Obae Nonaser: 

Pisa 5 

“evo Gary More 

A matrice o Ruslan jan piine, From a ae 6 
a 0 bea 0 reia iza 
te înc ab astea nd 2 Cea ȘI rleua 
cms a enim Tie ue dir sata mvăee 
soi al ine e con, The Pa lent Mt st 
ci ie Chat ana e nege med tu 
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TEIE HEXAMERON! 

General vin and dul, 

From e + Oaoukov cot, 

Trttăov Guley, Moscow. 

Si Chu) Fa ere e x up tite vre Te 
vimooa în moi pocabiie ma He 02 
nt oo cota sa une tin a 
miruna ones. The aiurea ind decat or 
cour, îe “convatoatfnie s e conpaiica 
ude inu nice betenca De ra e e fn 
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ATIOKAJIATICUC 

OGnunit Bun 4 Tput bparmerra. 

Okono 1500 r. Mockopcxas uxoina. 185 X 152. 

Venencknit coGop MockoBcxoro Kpeman. 

B 310M Cosmar Ge3sMARHOTO COBPEMENUKA JIHOHACHSI 
— IKpeMuneBckOrO MacTEpa TEKCT ANOKAMMIICHCA HCTOAKO- 
Ban KaK BONMONIEHHE CBETIAbIX Waariuit enopexecraa (une, 
OTWacTA CONPHKaCarOmAAcA € TAK HasbIBaeMoii pecpIo 
KUAOBCTBYIOUUIX). HEHCTOIUMAA (VANTa3uA MaCTEpa, parr- 
MUIBOCTE KOMNOSHIIM, CBETOIAPHOCTI KONOPATA, HaKOHEUI, 
NPOHMKHOBENIOE NOHMANNE AHTHIHOA KIACCUKH (Brie npa- 
Moi 3aBuenmMocri Or VIranun, HO CXOIHbIM OGpa30M — 
cp. bparmenr ukoHbi c kapruoit IIaonno Yienu0) — Bce 
3T0 MENaET MKONy OCHOBONOAOKHLIM NAMATHIKOM IMIOXH, 
Kak (pepanonroncKite pOcnucu JlMOHMCHA. 

Jur: M. Anamoe, TIAMATHUK APERHEPyECKOIE XXuBONICH 
XV Bu M., 1964 M. Aanamoa, PyCExaA XMBONUICI KOHUA 
XV neka n anTuunoe macnenue n ueycorne Enponbi. — 
«Orionbl no neropun pycexoro neycerna», 7. |, erp. 175— 


THE APOCALYPSE 

General view and three details. 

c. 1500. Moscow school. 185 x 152. 

The Dormition Cathedral of the Moscow Kremlin. 

In this work by an anonymous contemporary of Dionysius 
—known as the Kremlin Master—the text of the Apocalypse 
is interpreted as embodying the glorious hopes of mankind 
(an idea bordering in some respects on the so-called heresy 
of Judaism). The inexhaustible imagination of the painter, 
the rhythmical composition, the radiant colours and, finally, 
the sensitive understanding of classical antiquity (not 
directly connected with Italy, but in a similar manner—c/. 
the detail from the icon with the picture by Paolo Uccello)— 
all this makes this icon a fundamental relic of the epoch 
in the same way as the frescoes of Dionysius in the Ferapon- 
tov Monastery. 

Bibliog.: M. Alpatov, Il Maestro di Cremlino, Milano, 1963; 
M. Alpatov, Die “Apokalipse” des Moskauer Kremls und 
das antike Erbin der europăischen Kunst in “Jahrbuch 


187. der ăsterreichischen byzantinischen Gesellschaft”, 1962/63, 
XI-XII, S. 211-227. 
163 
«O TEBE PAIYETCA» “IN THEE REJOICETH” 


Okono 1500 r. 200 x 158. 

Ycnenckuii coGop Mockosckoro Kpemua. 

XoTA HKOHa HaxonuTeA TaM, rue paGoran /lnonucuii c yue- 
MKAMH N MOMOINHAKAMH, Oa Marine Or nponapenennii 
camoro Macrepa, sem uxona «lllecronuen», KOTOpaa npo- 
uexonur H3 Bonorabi. Hxona Yenenckoro coGopa crporo 
KaHOHnuHa 110 HKOHOrpadhuu. DUTypbi TECHO BANOIMIAIOT ce 
TInOCKOCTE, Her cBo6onHoro, rmGKoro purma. Kpacku nnor- 
ubie n raxenbie. Bmecre c TeM Ona Gruxe K TPartarAM 
IMORuCHA, VeM HKOHA Ha Ty e TeMy u3 Jlunrpopa  Tpe- 
TbAKOBCKOHĂ ranepee. 

Jlur:: 1. Danilova, Dionisi, Dresden, 1969, S. 60—62. 


c. 1500. 200 x 158, 

The Dormition Cathedral of the Moscow Kremlin. 
Although this icon remains in the place where Dionysius 
used to work with his pupils and assistants, it is further 
removed in manner from the works of the master himself 
than the icon of the Hexameron of Vologda provenance. 
The icon from the Dormition Cathedral is strictly canonical 
in the iconographic sense. Figures crowd its surface, there 
is no flexible, free rhythm, and colours are thick and heavy. 
At the same time it is closer to the traditions of Dionysius 
than the icon on the same subject from Dmitrov in the 
Tretyakov Gallery. 

Bibliog.: /. Danilova, Dionisi, Dresden, 1969, S. 60-62. 


164 
UIKOJIA AMOHHCHA SCHOOL OF DIONYSIUS 
YBEPEHHE POMEI THE INCREDULITY OF THOMAS 


3 co6panua A. Moposoa. 
Okono 1500 r. 100 x 82. 

TperbakoBckaa ranepen, MockBa. 

"TpaAHIMOHHaA HKOHOrpabuA (Cp. € HOBrOPOACKOI HKOHOĂ 
«Hepepue (DOMbD)) B MCTOMKOBAHHU MACTEpa LIKONbI JIMO- 
nucua npuoGpena oco6oe oapoBarme. B senenuu Xpucra 
pen anOCTOHOB TapMORHA, Kak B apneunu Tponusr, Ho 
B «Ynepenuu» rocnoHcTByer He rony6eu, a KHOBApE, ce 
OTTEHAET TeMHO-3eneHbiii, c Heii rapMoHHpyer 30nN0THcTEIĂ 
TOR BCeil TAMMBI. 


From the A. Morozov collection. 

c. 1500. 100 x 82. 

Tretyakov Gallery, Moscow, 

The traditional iconography (ef. the Novgorodian Incre- 
dulity of Thomas icon) has, in the interpretation of this 
master of the Dionysius school, acquired a charm of its own. 
In the apparition of Christ there is harmony among the 
Apostles just as in the apparition of the Trinity. But in the 
Incredulity of Thomas it is the cinnabar and not the golubets 
blue that is the strongest; it is contrasted to dark green and 
harmonised with the golden tone of the entire gamut of 
colours. 


166 
TIAPACKEBA MIATHULIA ST PARASKEVA PYATNITSA 
XVI. Hosroponckaa mona. 28 x 21. 16th century. Novgorod school. 28 x 21. 
Pyeckuii My3eit, Jleumnrpan. Russian Musem, Leningrad. 


Her ocuoBanui CunTaTE, WTO, MOAscb TlapackeBe, HOBrOpo- 
pen nyman o Gnuxattmem GasaphoM me. Tlapackesa B uKO- 
Hax Gbina 0Gpa30M BO3BEIIIICHHOĂ WEHCTBEHHOCTH, UEHlo- 
MYAPH3, NOABUXHHMECTBA. 

Jar.: B. JIasapes, WexycerBo Hosropona, M., 1947, crp. 
109; K. Onasch, Paraskeva-Studien. — «Ostkirchliche Stu- 
dien», Bd VI, Wiirzburg, 1957. 


There are no grounds for thinking that as he prayed to 
St Paraskeva a Novgorodian had only the next market 
day in mind. St Paraskeva as depicted in icons was the 
image of lofty feminity, chastity and piety. 

Bibliog.: V. Lazarev, The Art of Novgorod, Moscow, 1947, 
p. 109 (Russ.); K. Onasch, Paraskeva-Studien, în “Ost- 
kirchliche Studien”, Bd VI, Wiirzburg, 1957. 
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HOAHH BOTOCIOB 

CXHTHEM 

Kneiima: Pomana u Woanui, 

WaGueune Moauna. 

W3 Bonoronexoii o6nacru. 

Hasano XVIB. MockoBckaa mona. 130 X 104. 
Bonoroacruit Kpaceenrseckuit my3eii, Bonorua. 

Bpuzt 14 MOXHO OTHOCHTE MKOHY B UIKOAIE ȚIMORHCHA N Bit 
new B neii MepTbi JlMOHHCHeBa nOuepKa. JIPaMATH3M He Npu- 
cyu npouseneuaM ȚInormeua. Kpacku — HOCHTEAu 3TH- 
seckux uennocreii. KuHoBapb Mepenaer AKTHBHOE Haano, 
HeKHO-rONyGHIe n BE/CHBIE TORA — BBIPAXCHHE AYmeBnOHi 
AMCTOTII. 

Jim: F. Flonos, Wnmocrpaunu «Xoxnenua Woanna Boro- 
cnona» a Munuartope n crankoBoli xuBonucu koritta XV B. — 
“Tpynbi Ormena npesnepycekoii mureparypi VucruTyra 
pyecxoii amreparyprt AH CCCP», 7. XXII, M.—J1., 1966, 
erp. 208—221. 
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NIETP VU TIABEJI 
CXHTHEM 

OGunuit pu n xneiimo: Tlanen Ha MOpE. 

3 Hopropoua. 

XVI e. Horoponekaa mkona. 162% 119, 

HoBroponeknit HCTOPuko-apxuTexTy publi 
myseti-3anosenuk, HOBropoa. 

B pacunerKe KIIeliM, OCOGEHHO B KACHME HaJ1 TONOBAMN Ano- 
cronon, Buna 3a607a 0 paBuopecuu uBeronbix naren. B Or- 
nuune Or cpeanepycekux ukoH (cp. e ukonoit «Hloariti BOro- 
CNOB € KHTHEM)) KPACKH NNOTHbIE, TYCKkAbIe. XapakTepHbi 
ornenbuble xanponbie MOTuBbi, COnuXaT» TAN MKOHBI 
c HoBropoackuMu TaGnerkamu Her ocHoBaunii. 270 naMaT- 
RUKM Pa3nMuHbIX INOX. 


Jnr.: K. Onasch, lkonen, Berlin, s.a. S. 57. 
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ST JOHN THE THEOLOGIAN 
WITH SCENES FROM HIS LIFE 
Details: Romana and St John, 

The Flagellation of St John. 

From Vologda Region. 

Early 16th century. Moscow school. 130 x 104. 

Museum of Local Studies, Vologda. 

It is hardly possible to ascribe the icon to the school of 
Dionysius or see in it features of Dionysius” hand, Drama- 
tism was not a characteristie of Dionysius' work. Here 
colours convey ethical values-—cinnabar the active principle, 
pastel blues and greens spiritual puri 


Bibliog.: G. Popov, Illustrations to “The Travels of St John 
the Theologian” in Late 15th Century Miniature and Panel 
Painting, in “Trudy Otdela drevnyerusskoi literatury In- 
stituta russkoi literatury AN SSSR”, vol. XXII, Moscow- 
Leningrad, 1966, pp. 208-221 (Russ.). 
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SS PETER AND PAUL 

WITH SCENES FROM THEIR LIVES 

General view and border scene: Sr Paul ar Sea. 

From Novgorod. 

16th century. Novgorod school. 162 x 119. 

Museum of Architecture 

and Ancient Monument, Novgorod. 

The colouring of the border scenes, especially the upper 
part over the heads of the Apostles, shows a concern for 
the balance of colour patches. Unlike the central Russian 
icons (ef, the icon of St John the Theologian with Scenes 
from His Life) the colours are of high saturation and low 
ance. The occasional use of genre molifs is character- 
istic. There is no basis for considering the style of the icons 
close to that of Novgorodian tablets. These are relics of 
difTerent trends of the Novgorod school. 


Bibliog.: K. Onasch, Ikonen, Berlin, s.a. S. 57. 
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HUKOJIA 3APAACKUH 

CXHTHEM 

Kneiimo: Huxona usrouaer Geca. 

Wa [IMuTpoBa. 

Hasano XVI n. 122x 99. 

Myseii npeBHepyceoro HCKyCCTBA 

menu Annpes Py6nena, MockBa. 

B Ornuuue OT MHOTHX IPYTHX HKOH ITOTO BpEMENA, 11y4e- 
3apHbIX O UBETY, B 3TOĂ NOGEXAAET KOHTPacT CBETIIOrO u 
“epHoro. 

Jur: (74. Haanosa), Mysek mpeBuepyccxoro MCKyCCTBa 
umenu Annpea Py6nesa, raGn. 42—48. 


ST NICHOLAS OF ZARAISK 

WITH SCENES FROM HIS LIFE 

Border scene: Nicholas Exorcizes the Devil. 

From Dmitrov. 

Early 16th century, 122 x99. 

Andrei Rublev Museum 

of Early Russian Art, Moscow. 

Unlike many other icons of the same period, which are 
radiant în colour, here a contrast of light and black 
predominates. 

g.: [1. Ivanova], Andrei Rublev Museum of Early 
Russian Art, pls. 42-48 (Russ.). 
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HOAHH BOTOCIIOB ST JOHN THE THEOLOGIAN 
CXUTHEM WITH SCENES FROM HIS LIFE 
Kneitmo: PaGorubie monu Konaror 3emmio. Border scene: Labourers Digging the Earth. 
Vs Cyanana. From Suzdal. 
XVIB.135%86. 16th century. 135% 86. 
Cyanarbexnit ueropuxo-xynomecraenuniii myaeit, Art History Museum, 
Cysmanms.  Suzdal. 


Murnariopuocre nueema — npusuak XVI B. 
Jlar.: [, Monos, Anmocrpanun «Xoxnerma Woanna BOro- 
CoBa» B MHHNATIOpE 4 CTaHKOBOI Xuonucu onula XV 8. — 
<Toymsi Ormena mpeBnepyceoit mreparyphi VHCTATyTa 
pycexoii meparypbt AH CCCP», 7. XXII, crp, 208—221. 


The minute style of painting is a sign of the 16th century. 
Bibliog.: G. Popov, Illustration to “The Travels of St John 
the Theologian” în Late 15th Century Miniature and Panel 
Painting, in “Trudy Otdela drevnyerusskoi literatury Insti- 
tuta russkoi literatury AN SSSR”, vol. XXII, pp. 208-221. 
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CHMEOH TIPABE/IHBIĂ 

H3 coGpanua H. Ocrpoyxona. 

Cepenuna XVI n. 31 x24, 

Tpersaxoncxaa ranepea, MockBa. 

O6pas crapua € xapakTepoă na XVI B. nCuXONOrurIeCKOIĂ 
CHOXKIOCTBIO BHIPAXEHHA MULA A MEPTAMI MYAPOCTI N CHEp- 
xannocru Bo B3ope. Bonee p3Bonnosarnvrii o6pa3 Cumeona 
B APYrHX HKOHaX 3TOTO BPEMEHH BbITIIANAT BbIXBAHCHHEIM 
3 cueubi «Cperenua». Bpan A MKOHbI OTPaXarOT B IMulaXx 
means! (3aBOMKCKIIX CTApLIeB» 1 «OcHPIIAtb». 

Jlur.: B. Aumonosa n H. Mnesa, Karanor npeanepycexoii 
uBonucu, 7. II, crp. 214. 


ST SIMEON THE PIOUS 

From the L. Ostroukhov collection. 

Mid-16th century. 31 x 24. 

Tretyakov Gallery, Moscow, 

The image of the old man with a psychological complexity 
of facial expression and features of wisdom and restraint 
in his gaze, characteristic of the 16th century, The more 
agitated image of Simeon in other icons of this period 
seems to be transplanted from the scene of the Presenta- 
tion in the Temple. It is doubiful whether those icons reflect 
in the images depicted the ideals of the “Trans-Volga 
Elders” or the “Followers of Joseph”. 

Bibliog.: A. Antonova and N. Mneva, Catalogue of Early 
Russian Painting, vol. II, p. 214 (Russ.). 
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UYHO TEOPTHA O 3MUE 

Dparmenr. 

3 co6panua A. Mopososa. 

Koneu XV B. PocroBo-cy3nanbckaa mona. 75 x 55. 
TperbaxoBckaa ranepea, MockBa. 

B Ornuune OT HOBrOPOACKAX AKOH Ha Ty Xe TEMy B 370 
MEHbUle NOAMEPKAYTBI YAAIE BCAAHAKA A ABHKEHME KOHSI. 
TlamarHoe NHCbMO OTIIHWAETCA NANANAPHOCTBIO B Ayxe 
XV 8. 

Jur: A. Tpuuenko, PyCCKaR MKOHA KaK HCKYCCTBO XHBO- 
nucu, — «Bonpocsi XHBONHCu», Bruni. 3, cTp. 178, 


ST GEORGE AND THE DRAGON 

Detail. 

From the A. Morozov collection. 

Late 15th century. Rostov-Suzdal school. 75 x 55, 
Tretyakov Gallery, Moscow. 

The daring of the rider and the movement of the horse are 
not strongly stressed as in the Novgorodian icons on the 
same subject. The painting of the architectural details is 
clear-cut, in the spirit of the 15th century. 

Bibliog.: A. Grishehenko, Russian Icon as Painting, in 
“Voprossy zhivopisi”, fascicle 3, p. 178 (Russ.). 
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UYAO TEOPTHA O 3MHE 

Dparmenr. 

XVI B. MockoBckaa urkona. 55 x 44. 

Co6panne II. Kopuua, MockBa. 

«Onnieckuit Cru» B OGpae KpenocTu CMEHAeTCA «CKa30M- 
HbIM), OTHEnbHBIE MOTHBBI, BPONE Lnu/eit, BOIMOKHO, H3 
3anannoii rpanropei. Llape n Hapnua moGyrorca enuno6op- 
CTBOM KAK 3AHHMATE/IbHbIM 3pPertAltieM. 

Jlnr.: B. Aumonosa, [lpeBnepyccKoe HeKyCCTBO B COGpanut 
Tlasna Kopuna, crp. 52, 53. 


ST GEORGE AND THE DRAGON 

Detail. 

16th century. Moscow school. 55 x 44, 

The P. Korin collection, Moscow. 

The “epic style” in the treatment of the fortress is replaced 
bya “fairy-tale style”. Individual motifs, such as the spires, 
are possibly derived from Western engravings. The King 
and Queen admire the duel as if it were an entertaining 
spectacle. 

Bibliog.: VW. Antonova, Early Russian Art in the Pavel 
Korin Collection, pp. 52, 53 (Russ.). 
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APXAHTEJI MHXAUJI 

U3 Yrumua. 

XVI a. 35X39. 

PriGuncKuit HCTOpuxo-Xynoxecrpennbrii My3eti, PEIOHHCK 
(Bpemenno 5 TperbaxoBckoit ranepee). 

B Orne OT TepoHueckOrO APaMaTA3MA HKOHbI Havana 
XV B. B 3T0M apxanrene ecTb 1 MONOALEBATOCTE H MaHep- 
HocTB. BMEcTE C TeM MHOTOE BbIPaXEHO OAHHM IpOTHBO- 
NOCTABIeHHeM KHHOBAPH n vepHoro (cp. e «Apxarreniom Mut- 
xaunom» PycCKOTO My3e4). 

JIur.: B. Aumonosa, POCTOBO-CyY3HA NECKAR UIKONA XHBONHCH, 
erp. ll. 


THE ARCHANGEL MICHAEL 

From Uglich. 

16th century. 35 x 39. 

Art History Museum, Rybinsk 

(temporary in Tretyakov Gallery). 

Unlike the heroic drama in the early 1Sth century icon, this 
Archangel has a hint of swagger and aflectation in his 
bearing. At the same time much is expressed here simply 
through a constrast ofcinnabar and black (cf. the Archangel 
Michael from the Russian Museum). 

Bibliog.: V. Antonova, Rostov-Suzdal School of Painting, 
p. 111 (Russ.). 
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HOAHH TIPEATEUA 

V3 Imurposa. 

XVI a. 52X 42. 

Myseii npeBHepyckOro HCKyCCTBA 

menu Annpea Py6nesa, Mocksa. 

B ormmune or Hoanna XV B., NOMHOro CMHperuA u XpO- 
TOCTU, B DTOĂ HKOHE TONOBA NOAHATA, B3TIIAJ OTKPBIT, BO 
BCeM CKBO3UT npo6yxnenne camocosHaHuA enopexa. TpyJt- 
HO NOBEpHTb TOMY, WTO HKOHa BXOJIMIIA B COCTAB HCHCyYCA. 
Tlpo6yxnenne nainocru ocranocb B XVI B. CAMHHIHLIM AB- 
nerueM. 


ST JOHN THE BAPTIST 

From Dmitrov. 

16th century. 52 x 42. 

Andrei Rublev Museum 

of Early Russian, Art, Moscow. 

Unlike the 15th century Sr John, full of humility and meek- 
ness, the head of St John in this icon is uplifted, the gaze 
direct, and man's awakening self-awareness can be seen 
in everything. It is difficult to believe that the icon was part 
of a Deesis. The awakening self-awareness remained as 
isolated occurrence in the 16th century. 
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HUKUCOP CABUH 
OTEUECTBO 


Cpenuuk TpexCTBOPUATOTO CKAaNHA. 
Koneu XVI-nasano XVII 5. 40% 30. 

Tperbaxonckaa ranepea, Mocka. 

Onna n3 caMBIX KpacuBsix CTPOranoBckuX HKOH. SONOTIC- 
Toiiă accHCT Kak Gl POXIIACTCA 13 FIYXIX TENI7bIX KPaCoR. 
urypa Gora-orita TapMOHNIHO Bnicana B Kpyr. Vona 
H. Canuna Builenaerca u3 sucna GOrIIuHCTBa CTPOraHoB- 
CKUX HKOH, HCKYCHO BHINOMHEHHBIX, HO HE NOPOXIEHHEIX 
OITIHECKIIM BIOXHOBERHEM. 

M. Alpatov und N. Brunov, Geschichte der altrussi- 
schen Kunst, S. 365. 


Jur: 


NIKIFOR SAVIN 
THE NEW TESTAMENT TRINITY 

Centre part of triptych. 

Late 16th-early 17th century. 40 x 30. 

Tretyakov Gallery, Moscow. 

One of the most beautiful of the Stroganov icons. The golden 
hatching seems to be born of the warm hues of low brilliance. 
The figure of God the Father is well placed in a roundel. 
Savin's icon stands out among the majority of Stroganov 
icons which were skilfully executed but did not stem from 
poetic inspiration. 

Bibliog.: M. Alpatov und N. Brunov, Geschichte der alt- 
russischen Kunst, S. 365. 
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APXAHTEII MAXAHJI-BOEBOJIA 
Cepeanna XVII p. 33 27, 

Co6panne II. Kopuna, Mocxaa. 

Anokanurrumeckuii 0Gpa3 Kpbinaroro Bouna-ryGHTEnA Ha 
KPbIIATOM KOHE — Apkoe NOpoXIeIIMe Haponnoit (pariaza. 
TIpennoexumerine apocilanckux pocruceii oriuta pexa. Ilon- 
Has NPOTABONONOXHOCTE YHCHOMy, HCKYCHOMy, HO ICTOMy 
A XONOAHOMY MACTEPCTBY HapekuX u3orpapoB. 


THE ARCHISTRATEGOUS MICHAEL 

Mid-17th century. 33 x 27, 

The P. Korin collection, Moscow. 

The apocaliptic image of the winged angel of the bottomless 
pit who came to mete out punishment on his winged horse 
is an outstanding characterevolved by popular imagination. 
This is a precursor of the Yaroslavl wall painting of the 
late 17th century and is in direct contrast to the learned, 
highly skilled, but empty and cold mastery of the court 
icon painters. 
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CHMOH YIIAKOB SIMON USHAKOY 
APXAHTEJI MUXAHUI, THE ARCHANGEL MICHAEL 
TIOIIMPALOIIMĂ [IbABOJIA  TRAMPLING THE DEVIL UNDERFOOT 
Hs coGpauna Tonmaenckoii-Cocnonekoi. From the Tolmachevskaya-Sosnovskaya collection. 
1676.23 20,5. 1676. 23x20,5. 


"Tperbaxopckaa ranepea, MockBa. 
Hau6onee «uxononucuaa» paGora YmakoBa, Bnposem He 
6e3 uepr oknekruKu (KoHTpacr Mexrty (Purypoli n oHoM). 
Xapakrepnaa UA UApCKUX H30rpa)OB YTPaTa TBOPWECKOTO 
BooGpaxenuA, Npu H3bickaHHOi Texuuke uenonnenus. Koro 

uBoGpaxaeT ManeHbkaA PHrypxa — HeH3BECTHO. 


Jimr: M. Aanamos, BeeoGutas HeTopua MCKyCETB, 7. III, 


Tretyakov Gallery, Moscow. 
This is the most “icon-painterly” work of Ushakov, but not 
without certain features of eclecticism (figure and back- 
ground). It shows a certain loss of creative imagination 
characteristic of court artists while the technique of execu- 
tion remains highly refined. Whom the small figure 
represents is not known. 


erp. 303. — Bibliog.: M. Alpatov, General History of the Arts, vol. LII, 
p. 303 ( Russ.). 
199 
OTUE HAL “OUR FATHER” 


Kneiimo: «Vl He BBeru Hac BO HCKYIIICHNE». 

3 ueprBu Tpuropua Heoxecapnitexoro 5 MockBe. 
Tlocnennaa uereprb XVII p. 131 X77. 

Pycckuă My3eit, Jlennurpan. 

HecMOTpA Ha 3aHMCTBOBaHHA 3 3anaAHoi rpaBropbi, Gonee 
uenocrubiii o6pa3, sem B uxonax C. YmaxoBa. 


Border scene: “Lead us not into temptation”. 

From Church of St Gregory Thaumaturgos in Moscow. 
Last quarter 17th century. 131 x 77. 

Russian Museum, Leningrad. 

Despite certain borrowings from Western engravings, this 
is a more poetic image than that found in icons by Ushakov. 


Jar: K, Kopuusosuu, Oxno B Munyauiee, JI, 1968, crp. — Bibliog.: K. Kornilovich, Window on the Past, Leningrad, 
130—134. 1968, pp. 130-134 (Russ). 
200 
ABPAAM ABRAHAM 


V3 NpaOTEsecKOro “nu HKOHOCTaca 

Cnaco-Enbumnesa monacrbipa  Cyanane. 

Cepennua XVII n. 198 89. 

Myseli npeanepycckOro HCKyCeTBa 

umenu Annpea PyGnesa, MocKBa. 

B oGpasax BenwuecTBeniBIx NPaOTUeB B IupOKHX rInatax 
npoaBunoce cnocoGpa3tioe pycekoe GapoKKo. B M3BICKaHEbIX 
COOTHOMENAAX KPACOK — TO 3eneHOBATOTO, TO sepHoro 
C KpacilbiM, TO KUHOBaput C OXPOI — CKa3anHCt IysulIue KO- 
NOPHCTHECKHE TPaNHIIHH PycCKOI HKOHONHCH. 

JIur.:(4. Hoanosd], My3eii npeBuepyccKOro HCKYCCTBA UMERI 
Anzpea PyGneba, raul. 89, 90. 


From Forefathers Range of the iconostasis, 
Spasso-Yefimiev Monastery in Suzdal. 

Mid-17th century, 198 x 89. 

Andrei Rublev Museum 

of Early Russian Art, Moscow. 

In the imposing images of the biblical patriarchs în wide 
cloaks, one can see the features of Russian Baroque. The 
delicate relationships of colours—now greenish, now black 
and red, or cinnabar and ochre—point to the influence of 
the best colours traditions of Russian icon painting. 
Bibliog.: 1. Ivanova], Andrei Rublev Museum of Early Rus- 
sian Art, pls. 89, 90 (Russ.). 
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202 
MA POPOR THE PROPRET ELUATI 
Corturi SCENES PRON 15 LE 
nopua eaonmaa VIA. 17652. ce hal Iu center, 6 1052 
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203 
CHMBON BEL THE SYMBOL OF FATHI 
“pana Der 


oa asanaa AVI. 10156. 
on soprana me, ră zen 


BOTOMATEPb 
BIIAJAMUPCKAS 
Pparmenr. 

Tlepoaa nonopnia XII n. 
TperbsKOBCKaA rarnepesi, 
MockBa. 


APXAHTEII MAHXAUII 
XIV B. 

TperbakoBexaa ranepea, 
Moca. 


APXAHTEII TABPUUII 
XIII-XIV Be. (?) 
Myseti, Huxocua. 


HOAHH IIPEATEUA 
XIV p. 
Opmura:k, Jlenunrpaut. 


HOAHH IIPEATEUA 
parmenr, 

Tepoaa nononuna XV n. 
Myseli peBnepyecxoro 
uCKycerna 

nmenn Asunpea PyGnea, 
E Mockaa. 


YCNEHME 

XIV n. Myaeit 
306pa3urenbibIX HCKyCCTB 
umertu A. C, Tyuknua, 
Mockpa. 


YCNEHHE 

Cepeanna XV B. 
"TperbAkOBCKkaA ranepea, 
Mockoa. 


BJIATOBEUIEHHE 

XIV p. Myseh 
n3o6pasureabHbIX HCKYyCCTB 
umenu A, C, FIyuikuna, 
MockBa, 


BINATOBEUIEHUE 

XIV a. 

"TperbAkoBckas ranepea, 
MockBa. 


Annpeii PyGneB 
APXAHTEII MUXANJI 
“Dparmenr. 

Havano XV a. 
"TpeTbAkOBCKaA ranepea, 
Mockea. 


APXAHTEJI TABPUNJI 
Pparmenr. 

1387—1395 
TperbakoBcxaa ranepea, 
Mockea. 


THE VIRGIN 
OF VLADIMIR 


Detail. 

First half 12th century. 
Fretyakov Gallery, 
Moscow. 


THE ARCHANGEL MICHAEL 
14th century. 

Tretyakov Gallery, 
Moscow. 


THE ARCHANGEL GABRIEL 
134h-14th century (?) 
The Museum in Nicosia 


ST JOHN THE BAPTIST 
14th century. 
Hermitage, Leningrad. 


ST JOHN THE BAPTIST 
Detail. 

First half 14th century. 
Andrei Rublev Museum 
of Early Russian Art, 
Moscow. 


"THE DORMITION 

14th century. 

Pushkin Fine Arts Museum, 
Moscow, 


"THE DORMITION 
Mid-15th century. 
Tretyakov Gallery, 
Moscow, 


THE ANNUNCIATION 

14th century. 

Pushkin Fine Arts Museum, 
Moscow. 


THE ANNUNCIATION 
14th century. 
Tretyakov Gallery, 
Moscow. 


Andrei Rublev 

THE ARCHANGEL MICHAEL 
Detail. 

Early 15th century. 
Tretyakov Gallery, 
Moscow. 


THE ARCHANGEL GABRIEL 
Detail. 

1387-1395 

Tretyakov Gallery, 
Moscow. 


CIIHCOK TABJIAII 
LIST OF PLATES 


DMUTPUA 

COINYHCKUA 

Hasano XV s. Myseii 
NpuKAazHOTO MCKYCETBA, 
Bearpan. 


TEOPTUA 

Hasano XVIs. 
TperbakOBcKan ranepea, 
Mocka. 


Tlaono Yuenno 


12 
ST DEMETRIUS 
OF THESSALONICA 
Early 15th century. 
Museum of Applied Art, 
Belgrade. 


13 
ST GEORGE 
Early 16th century. 
Tretyakov Gallery, 
Moscow. 


14 


Paolo Uccello 


METEHAA LEGEND OF OSTIA 
OB OCTHU. THE EXECUTION 
KA3HbEBPEEB OF THEJEWS 
parmeur. Detail. 
1465—1468. 1465-1468. 
Haunonanbabili My3eă, 
Yp6uno. 
15 
BIAMMMUP, SS VLADIMIR, BORIS 
BOPUCUTIIEB AND GLEB WITH SCENES 
CXUTHEM FROM THEIR LIVES 
Kneitmo: Border scene: 
Tu6em, Coarononka. The End of Syatopolk. 
Haano XVIn. Early 16th century. 
TperbaxoBckan ranepea,  Tretyakov Gallery, 
Mockaa. Moscow. 
16 
WYAOBXOHEX THE MIRACLE AT CHONAE 
XIV—XV Ba.  14th-15th century. 
Haunonanmbubiii My3ei, National Museum. 
Benrpan. Belgrade 
17 
“Deoban Tpex  Theophanes the Greek 
uero mona and His School 
YCHEHME THE DORMITION 
Dparmenr. Detail. 


OGopor noni 
«Boromarepb /loncKas». 


The reverse of 


the Virgin of the Don icon. 


Konen XIV p. . Late 14th century. 
Tperbuxockaa ranepea,  Tretyakov Gallery, 
Mockna. Moscow. 
18 


METBIPEXWACTHAA HKOHA 


FOUR-PART ICON 


Kneiimi Border scene: 
"Bocxpemenue Jlasapa. The Raising of Lazarus. 
Hamano XIV n. Early 14th century. 
Pycekui My3eă, Jlenunrpaa. Russian Museum, 
Leningrad. 
19 
BOCKPEUIEHHE THE RAISING 
MA3APA OF LAZARUS 
Koneu XV B. Late 15th century. 


Pycexnit My3eii, Jleuuzirpaut. 


BOTOMATEPb YMHJIEHHE 
XV-—naano XVI B. 
"TperbAKOBCKAA Ta/nepen, 


Russian Museum, 
Leningrad. 


20 


"THE VIRGIN ELEUSA 
15th-early 16th century. 
Tretyakov Gallery, 


MockBa. Moscow. 
21 
BOTOMATEPb THE VIRGIN 
APOCNABCKAA OF YAROSLAVL 
Cepemuna XV a.  Mid-15th century. 
TperbaxoBcxaa ranepes,  Tretyakov Gallery, 
Mocksa. Moscow. 
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WYHO TEOPTUA 

O 3MUHE 

XV. 

TperbaxoBcxaa ranepea, 
Mockoa. 


23 
“YA0 TEOPTUA 
O 3MUE 
Cepenuna XVI p. 
Pycexuit myseii, Jleumurparl. 


24 


OTHEHHOE BOCXOX/EHME 
HIIbU TIPOPOKA 


XVI. 
Hcropuuecknii Myseii, 
Mockaa. 


25 
OI'HEHHOE BOCXOX/IEHME 
WUIbH IIPOPOKA 
XVI». 
TperbakoBCKaA ratepea, 
Mockna. 


26 
TEOPruĂ 
C XUTHEM 
Kuneiimo: 
Werssanue cBaToro 
Packa.neHHbIM MEHbIM 
GbixoM. 
Havano XVI a. Myseii 
APeBHEpyCCKOTO HCKyCETBA 
nmenu Annpea Py6nepa, 
MockBa. 


27 
TEOPTUIĂ 
CXATHEM 


Knelimo: 
Hcrasanne cBaroro 
PacKaNeHHbIM MEHHbIM 
GrmoM. 

Hasano XVI a. Myacii 
peBHepycCKOTO HCKyCCTBA 
umenn Anapea Py6nena, 
Moca. 


28 
POX/IECTBO 
XPHCTOBO 
1405. 
Hxona npasAnuuoro suna 
uKOnOCTaCa 
Bnaropentenexoro coGopa 
Mocxoacxoro Kpemna. 


29 
POX/LECTBO 
XPHCTOBO 
Hasano XV p. 
"TpETLAROBCKAA Tanepea, 
Mocza. 


30 
TIOKPOB 
Hasano XV a. 
TperbaxOBCKaA ranepesi, 
Moca. 


ST GEORGE 

AND THE DRAGON 
15th century. 
Tretyakov Gallery, 
Moscow. 


ST GEORGE 
AND THE DRAGON 
Mid-16th century. 
Russian Museum, 
Leningrad. 


THE PROPHET ELUAH 
AND THE FIERY CHARIOT 
16th century. 

History Museum, 
Moscow, 


"THE PROPHET ELIUAH 
AND THE FIERY CHARIOT 
16th century. 

Tretyakov Gallery, 
Moscow. 


ST GEORGE WITH SCENES 
FROM HIS LIFE 

Border scene: 

The Torture of the. Saint 
on a Red-Hot Copper Bull, 
Early 16th century. 
Andrei Rublev Museum 
of Early Russian Art, 
Moscow. 


ST GEORGE WITH SCENES 
FROM HIS LIFE 

Border scene: 

The Torture of the Saint 
on a Red-Hor Copper Bull. 
Early 16th century. 
Andrei Rublev Museum 
of Early Russian Art, 
Moscow. 


THE NATIVITY 
OF CHRIST 

1405. Icon from 

the Church Feasts Range 
of the iconostasis 

of the Annunciation 
Cathedral 

in the Moscow Kremlin. 


THE NATIVITY 
OF CHRIST 

Early 15th century, 
Tretyakov Gallery, 
Moscow. 


THE INTERCESSION 
Farly 15th century. 
Tretyakov Gallery, 
Moscow. 
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61 
beotbani pe 
BOTOMATEPb 
1405. 
Vona HeHCyCHOro WHHă 
nkonoeTaca 
BnaroBemenckoro coGopa 
Mockoacxoro Kpemaa. 


62 
Peoban Ipek 
uH €ro uIKoNa 
YCNEHHE 
OGopor ukonni 
«Boromarepb /lonekas». 
Koneu XIV B. 
TpeTbAKOBCKAA FaIlepest, 
Mockaa. 


6 
Peopan [per 
u ero mkona 
BOTOMATEPb JIOHCKAA 
Dparmenr. 
Koneu XIV a. 
"TperbakOBCKaA ranepea, 
Mocksa, 


64 
Deotban [pex (? 
NPEOBPAXEHNE 
„Hasano XV a. 
TperbukGBeKaA ranepea, 
3 Mockba. 


65 
“Deoban [pe (?) 
TIPEOBPAKEHUE 
Pparmenr, 
Havano XV B. 
"TperbukOBCKas ranepea, 
MockBa. 


66 
Peoban pe 
TIABEN 
1405. 
Vixona neucycuoro una 
ukonocraca 
Bnaropeuenckoro coGopa 
Mockonckoro Kpemia. 


s7 
Annpeii PyOneB 
"TPONLIA 
Pparmenir, 
Hasano XV s. 
"TperbakoBcKas ranepea, 
MockBa. 


68 
APXAHTEJA 
MUXANI 
C XHTHEM 
Cpennuk. 
Hauano XV n. 
Apxanrenveuii co6op 
Mocxonekoro Kpemui. 


69 
APXAHTEJL 
MHXAUINL 
C ANTHEM 
Kneiimo: 
Tloxanrne npopoka /laanna. 
Hasano XV B. 
Apxanirenbeknit co6op 
Mockopckoro Kpemia. 


Theophanes the Greek 
THE VIRGIN 

1405. Icon from the 
Deesis Range of the 
iconostasis of the Annun- 
ciation Cathedral 

in the Moscow Kremlin. 


“Theophanes the Greek 
and His School 

THE DORMITION 

The reverse of 

the Virgin of the Don icon. 
Late 14th century. 
Tretyakov Gallery, 
Moscow. 


Theophanes the Greek 
and His School 

THE VIRGIN OF THE DON 
Detail. 

Late 14th century. 
Tretyakov Gallery, 
Moscow, 


"Theophanes the Greek (?) 
"THE TRANSFIGURATION 
Early 15th century. 
Tretyakov Gallery, 
Moscow. 


"Theophanes the Greek (?) 
THE TRANSFIGURATION 
Detail. 

Early 15th century. 
Tretyakov Gallery, 
Moscow, 


Theophanes the Greek 
ST PAUL 

1405. Icon from the 
Deesis Range of the 
iconostasis of the Annun- 
ciation Cathedral 

in the Moscow Kremlin. 


Andrei Rublev 

THE OLD TESTAMENT 
TRINITY 

Detail. 


Early 15th century. 
Tretyakov Gallery, 
Moscow. 


"THE ARCHANGEL MICHAEL 
WITH SCENES 

OF HIS ACTS 

Centre panel. 

Early 15th century, 

"The Cathedral 

of the Archangel Michael 
of the Moscow Kremlin. 


"THE ARCHANGEL MICHAEL 
WITH SCENES 

OF HIS ACTS 

Border scene: 

The Penance of King David. 
Early 15th century. 

The Cathedral 

of the Archangel Michael 
of the Moscow Kremlin. 


70 
APXAHTEJI 
MHXANI 
CXUTHEM 
Kaeiimo: 
TloGuezne 
Bolicka accupniickoro. 
Hasano XV e. 
Apxanrenbckuii co6op 
Mockoackoro Kpemaa. 


7 
APXAHTEJ 
MUAXAUA 
CXUTHEM 
Kneiimo: 
BopeGa Waxosa € aurenom. 
Haano XV a. 
Apxanreascauii co60p 
MocoBckoro Kpemai. 


72 
UAPCKHE BPATA 
Pparmeur: 
Auren u3 «Bnaropeuerins». 


Havano XV p. 

3aropckuii 
NCTOPUKO-XynOxecTBeHHbIii 
My3elĂ-3arlOBenHuK, 
3aropek. 


n 
NPAIAHUKU 
parmenr: 
POx/ecTBo XpHCTOBO. 
Koneu XIV p. 
"TpeTbAkOBCKaA ranepea, 
MockBa. 


74 
BXOA 
B HEPYCAJMM 
1405. 
Hxona npa3AHHWHOrO una 
uxoHoCTaca 
Bnaroneutenckoro co6opa 
Mockosckoro Kpemia. 


75 
BXOA 
B MEPYCAJNAM 
Dparmenr. 
1405. 
Vona npasziuoro “una 
ukonocraca 
Enaroneienckoro coGopa 
MockoBcKoro Kpemns. 


76 


POXJIECTBO 
XPUACTOBO 


Pparmenr. 
1405. 

Vona npa3AHuHoro unita 
uOROCTaca 
Enaropeureiexoro coGopa 
MocxoBckoro Kpemna. 


77 
BOCKPEIIEHHE 
JIA3APA 
Dparmenr. 
1405. 
Hxoua npasnruioro snua 
uxonocraca 
Bnaroeuteucxoro coGopa 
Mockoacxoro Kpemas. 
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THE ARCHANGEL MICHAEL 
WITH SCENES 

OF HIS ACTS 

Border scene: 

The Defeat 

of the Assyrian Host. 
Early 15th century. 

The Cathedral 

of the Archangel Michael 
of the Moscow Kremlin. 


"THE ARCHANGEL MICHAEL 
WITH SCENES 

OF HIS ACTS 

Border scene: 

Jacob and the Angel. 
Early 15th century. 

The Cathedral 

of the Archangel Michael 
of the Moscow Kremlin. 


THE ROYAL DOORS 
Detail: The Angel 

from the Annunciation. 
Early 15th century. 

Art Museum 

and Ancient Monument, 
Zagorsk. 


CHURCH FEASTS 
Detail: 
The Nativity of Christ. 
Late 14th century. 
Tretyakov Gallery, 
Moscow. 


THE ENTRY 

INTO JERUSALEM 

1405. Icon 

from the Church Feasts Range 
of the iconostasis of the 
Annunciation Cathedral 

in the Moscow Kremlin. 


THE ENTRY 

INTO JERUSALEM 

Detail. 

1405. Icon 

from the Church Feasts Range 
of the iconostasis of the 
Annunciation Cathedral 

în the Moscow Kremlin. 


THE NATIVITY 

OF CHRIST 

Detail. 

1405. Icon 

from the Church Feasts Range 
of the iconostasis of the 
Annunciation Cathedral 

in the Moscow Kremlin. 


THE RAISING 
OF LAZARUS 

Detail. 

1405. Icon 

from the Church Feasts Range 
of the iconostasis of the 
Annunciation Cathedral 

in the Moscow Kremlin. 


78 
APXAHTEJI MAXAUII 
1405. 
Hxona nencycuoro suna 
MKOHOCTaCa 
Bnarobemenckoro coGopa 
Mockosckoro Kpemis. 


79 
TIPEOBPAXEHNE 
1405. 
Hxona npa3AHuHoro una 
uonocraca 
Bnaroneuleiekoro coGopa 
MocoBckoro Kpemila. 


80 
Annpeii Py6nes 
CNAC 
Pparmenr. 
Hamano XV n. 
"TpeTAKOBCKAA FArIepEA, 
Mockna. 


tă] 
Annpeii PyGneB 
ANOCTOJ TIABEJI 
parmenr, 
Havuano XV B. 
“TperbakOBCKaA ranepea, 
MockBa. 


82 
Annpeii PyOnen 
"TPONUA 
Havuano XV B. 
TperbAKOBCKAA ra.lepea, 
Mocka. 


83 
Annpeii Py6neB 
TPONUA 
parmenr, 
Hasano XV B. 
“"TpeTbAKOBCKaA Tanepea, 
MockBa. 


84 
POXIIECTBO 
XPHCTOBO 
bparmenr. 
Hasano XV n. 
“TeTAKOBCKAA Fa/lepen, 
Mockaa. 


85 
POXAECTBO 
XPHCTOBO 
bparmenTr. 
Hauano XV 8. 
“TperbAkOBcKaa ranepesi, 
MocxBa. 


86 


BOTOMATEPE  OJIMTUTPUSI 


Cepeantia XV . 
TperbakOBCKaA ra/nepesi, 
Mockna. 


37 
DAHHUII BO PBY 
NbBHHOM 
XVI 8. Honropoaexuii 
CTOPHKO-aPXUTEKTy poi 
My3eii-3artOReatiK, 
Hoaroponl. 


THE ARCHANGEL MICHAEL 
1405. Icon 

from the Deesis Range 

of the iconostasis of the 
Annunciation Cathedral 
in the Moscow Kremlin. 


THE TRANSFIGURATION 
1405. Icon from 

the Church Feasts Range 
of the iconostasis 

of the Annunciation 
Cathedral 

in the Moscow Kremlin. 


Andrei Rublev 
"THE SAVIOUR 
Detail. 

Early 15th century. 
Tretyakov Gallery, 
Moscow. 


Andrei Rubley 
THE APOSTLE PAUL 
Detail. 

Early 15th century. 
Tretyakov Gallery, 
Moscow. 


Andrei Rublev 
THE OLD TESTAMENT 
TRINITY 


Early 15th century, 
Tretyakov Gallery, 
Moscow. 


Andrei Rublev 
THE OLD TESTAMENT 
TRINITY 


Detail, 


Early 15th century, 
Tretyakov Gallery, 
Moscow, 


“THE NATIVITY 

OF CHRIST 

Detail. 

Early 15th century. 
Tretyakov Gallery, 
Moscow. 


THE NATIVITY 
OF CHRIST 


Detail. 

Early 15th century. 
Tretyakov Gallery, 
Moscow. 


THE VIRGIN HODIGITRIA 
Mid-15th century. 
Tretyakov Gallery, 
Moscow 


DANIEL 
IN THE LION'S DEN 

16th century, 

Museum of Architecture 
and Ancient Monument, 
Novgorod. 
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122 
EIOP 
CTPATANAT 
C KUTHEM 


Cpeanuk. 

Koneu XV B. 
Hoproponeknit 
WCTOpuKo-apxurekTypubiii 
myselk-3aniopentiuk, 
Hopropon. 


123 
HEBEPNE 
0MBi 
Koneu XV B. 
Hosropoacruit 
HCTOPuKO-apXuTEKTy publi 
My3eit-3ariOpetiuk, 
Hoaropou. 


124 
BOCKPEIIEHME 
NA3APA 
XV a. 
Pyecxuiă My3eii, Jlenmuirpaut. 


125 
VEnOP 
CTPATUNAT 
CKUTMEM 
Kneimo: 
Cunne benopa co kpecra 
w ero ucuenenue anrenom, 
Koneu XV p. 
Hosroponekuii 
NCTOPuKo-apxurexTypuvtiă 
My3eii-3arlOBenHuK, 
HoBropoa, 


126 
TIAPACKEBA 
IATHULIA 
CXUTUEM 
Pparmerir, 
XIV—XV Be. 
Wcropnueckuii My3eiă, 
Mockba. 


127 
IMATPHĂ 
conyHeKuĂ 
XVB. 
Pycexuii My3el, Jleuuurpart, 


Leningrad, 
128 
APXAHTEII TABPAAJI THE ARCHANGEL GABRIEL 
XIV a. 14th century. 
Pycexuit My3eă, Jlenuurpau. Russian Museum, 
Leningrad. 
129 
OTHEHHOE BOCXOXAEHME THE PROPHET ELIJAH 
HNbWIIPOPOKA AND THE FIERY CHARIOT 
XIV B. 14th century. 
Heropusecnii My3ei, History Museum, 
Mockaa. Moscow. 
130 
W35PAHHBIE CBATBIE:  SELECTED SAINTS: 
TIAPACKEBA IATHULIA,  PARASKEVA PYATNITSA, 
TPHTOPHĂ BOTOCNOB, GREGORY THE 
HOAHH 3NATOYCT,  THEOLOGIAN, 
BACUNUĂ BENUKUĂ JOHN CHRYSOSTOM, 
Dparmenr. BASIL THE GREAT 
XVa. Detail. 
“TperbakoBekaA ranepea, 15th century. 
Mockea.  Tretyakov Gallery, 


ST THEODORE 
STRATILATES WITH 
SCENES FROM HIS LIFE 
Centre panel. 

Late 15th century. 
Museum of Architecture 
and Ancient Monument, 
Novgorod. 


"THE INCREDULITY 
OF THOMAS 

Late 15th century. 
Museum of Architecture 
and Ancient Monument, 
Novgorod. 


THE RAISING 

OF LAZARUS 

15th century 
Russian Museum, 
Leningrad. 


THE THEODORE 
STRATILATES WITH 
SCENES FROM HIS LIFE 
Border scene: 

The Deposition 

of St Theodore and His 
Healing by the Angel. 
Late 15th century, 
Museum of Architecture 
and Ancient Monument, 
Novgorod, 


ST PARASKEVA 
PYATNITSA WITH SCENES 
FROM HER LIFE 

Detail. 

14th-15th century. 
History Museum, 
Moscow. 


ST DEMETRIUS 

OF THESSALONICA 
15th century. 
Russian Museum, 


Moscow. 


131 


POXJNECTBO 
BOTOMATEPU 

C H3BPAHHBIMU CBATPIMU 
XIV—XV se. 

Co6panne II. Kopuna, 
Mockea. 


COUIECTBHE BO AJ 
bparmeair. 

XV B. 

Pyccruit Myaeit, Jlennur paul. 


THE NATIVITY 

OF THE VIRGIN 

WITH SELECTED SAINTS 
14th-15th century. 

The P. Korin collection, 
Moscow. 


132 


THE ANASTASIS 

(The Descent Into Hell.) 
Detail. 

15th century. 

Russian Museum, 
Leningrad. 


133 


COBOP 

BOTOMATEPUH 

Bropaa nonoauua XIV n. 
TpeT5AKORCKaA ranepea, 
Mockea. 


POXIIECTBO 
XPUCTOBO 
C W3BPAHHbIMU CBATbIMU 


XV-—XVI sa. IlckoBcruii 
HCTOPHKO-Xy 1oxKecTBenrivlit 
My3eii, IICKoB. 


THE SYNAXIS 

OF THE VIRGIN 

Second half 14th century. 
Tretyakov Gallery, 
Moscow. 


134 


THE NATIVITY 

OF CHRIST 

WITH SELECTED SAINTS 
15th-16th century. 

Art Museum, 

Pskov. 


135 


POXJIECTBO 

XPUCTOBO 

C H35PAHHbIMU CBATbIMUA 
Pparmenr. 

XV—XVI a. Iconcruit 
WCTOPUKO-Xy 1OXeCTBenrtbilt 
myaeit, IIcKoB. 


THE NATIVITY 

OF CHRIST 

WITH SELECTED SAINTS 
Detail. 

1Sth-16th century. 


Art Museum, 
Pskov. 


136 


POXJIECTBO 

XPHCTOBO 

C W3BPAHHbIMU CBATbIMU 
Dparmenr. 

XV—XVI sa. TIckoncruti 
MCTOPHKO-Xy 1oecTBennbrit 
my3eli, TIckoB. 


THE NATIVITY 

OF CHRIST 

WITH SELECTED SAINTS 
Detail. 

15th-16th century. 

Art Museum, 

Pskov. 


137 


COEBOP 

BOTOMATEPUM 
Dparmenr. 

Bropaa nonoBuna XIV B. 
"TpeTbAKOBCKAA ralepea, 


THE SYNAXIS 

OF THE VIRGIN 

Detail. 

Second half 14th century. 
Tretyakov Gallery, 


Mocksa. Moscow. 
138 
NOJNOXEHMHE BO TPOB "THE ENTOMBMENT 
Dparmenr. Detail. 
Kone XV. Late 1Sth century. 
Tperbanonckaa ranepea,  Tretyakov Gallery, 
Mocxea. Moscow. 
139 
COIIECTBHE BO AJ THE ANASTASIS 
KoneuXVp. (The Descent Into Hell.) 
TpeTbAKORCKAA TAnepea, Late 1th century. 
MockBa.  Tretyakov Gallery, 
Moscow. 
140 
TIONOXEHME BO TPOB "THE ENTOMBMENT 
KoneuXVB. Late 15th century. 
Tperbanockas ramepes,  Tretyakov Gallery, 
Mocxea. Moscow. 
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141 
BOTOMATEPE 


THE PETROVSKAYA 


NETPOBCKAA VIRGIN 
XIVp. 14th century. 
Tpersaxogckaa ramepea, | Tretyakov Gallery, 
Mockea. Moscow. 
142 


LAPCKME BPATA 
parmeur: Boromarepb 
u3 «Bnaropemeriua». 
XV—XVI sa. Myzeii 
ApeBHepyeckoro HcKycerBa 
umenu Anpea Py6nepa, 
Mocka. 


143 
IIOP, ABP, BACH 
H MOAECT 
XVa. 
Pycexuit My3ett, Jleunirpaza, 


THE ROYAL DOORS 
Detail: The Virgin 
from the Amnunciation. 
1Sth-16th century. 
Andrei Rublev Museum 
of Early Russian Art, 
Moscow. 


SS FLORUS, LAURUS, 
BLAISE AND MODESTE 
15th century. 

Russian Museum, 
Leningrad. 


144 


4YAO O AI1OPE H MABPE, 
BNACUR, CrIHPHAOHAA 
Pparmeur. 

XV—nasano XVI. 
Pycekuii My3eii, Jlenuurpan. 


145 
HUKOIIA 
3APAHCKHA 
C XUTHEM 
Kaeiimo: 
Poxpenne Hukoribi. 
XIV—XV pa, 
Pycexnit My3eit, Jlermur paul. 


146 
MOAHH 3J1ATOYCT 
XVI». 
Apxanrenbexnii My3eit 
M306pa3uTe:IBItbIX MCKYCCTD, 
ApxanrenbcK, 


147 
HUKOIIA ONNEMHbIA, 
DENCYE 
 H3BPAHHBIE 
CBATBIE 
HA NONAX 
XVIB. 
Pycexuii My3eiă, Jlenuurpayl, 


148 
U4Y10 O PIIOPE H JIABPE 
XVII a. 
Myselt n3v6pasHTensnoro 
 HpaknaAnoro neKyceTea, 
Cmonenck. 


SS FLOURS AND LAURUS, 
BLAISE, SPIRIDONIUS 
Detail, 


1Sth-early 16th century, 
Russian Musem, 
Leningrad. 


ST NICHOLAS 

OF ZARAISK WITH 
SCENES FROM HIS LIFE 
Border scene: 

The Nativity of Nicholas. 
14th-15th century. 
Russian Museum, 
Leningrad. 


ST JOHN CHRYSOSTOM 
16th century. 
Museum of Fine Arts, 
Arkhangelsk, 


ST NICHOLAS 

(HEAD AND SHOULDER), 
"THE DEESIS 

AND SELECTED 

SAINTS ON MARGINS 
16th century. 

Russian Museum, 
Leningrad. 


SS FLORUS AND LAURUS 
17th century. 

Museum of Fine 

and Applied Arts, 
Smolensk. 


149 


HIbA IIPOPOK 
XVI». 
Pycexuit My3eli, Jleumurpaz. 


"THE PROPHET ELIUJAH 
16th century. 
Russian Museum, 
Leningrad. 


150 


Dnonucnii 

ANEKCHN 
MATPONONAT 
CXATHEM 

parmenr. 

Koneu XV B. 
“TperbakOBCKaA Tanepea, 
MockBa. 


Dionysius 

ST ALEXIUS, 
METROPOLITAN 

OF MOSCOW, WITH SCENES 
FROM HIS LIFE 

Detail. 


Late 15th century. 
Tretyakov Gallery, 
Moscow. 
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NETP 

N NABEJI 

CXHTHEM 

Kaeiimo: 

Tlanen ua Mope. 

XVI a. Hoproponernit 
ncropuko-apxureKry puii 
My3eii-3an1OBeIHUK, 
Honropon. 


HUKOJNA 

3APAHCKUA 

C XUTHEM 

Kneiimo: 

Hukouna H3ronser 

Geca. 

Havwano XVI B. Mysei 
PpeBHEepyccKoro uCcKyceTBa 
nume Anupea PyGrena, 
MockBa. 


SS PETER AND PAUL 
WITH SCENES 

FROM THEIR LIVES 
Border scene: 

Sr Paul at Sea. 

16th century. 

Museum of Architecture 
and Ancient Monument, 
Novgorod. 


ST NICHOLAS 
OF ZARAISK WITH 
SCENES FROM HIS LIFE 
Border scene: 

Nicholas Exorcises 

the Devil. 

Early 16th century, 
Andrei Rublev Museum 
of Early Russian Art, 
Moscow. 


180 


WOAHH 

BOLTOCIIOB 

CXUTHEM 

Kneiimo: 

PaGorible roz 

KONAIOT 3eMIII0, 

XVI n. Cysnansexnit 
WCTOPHKO-Xy/1OXecrnertniblii 
myseii, Cysnanb. 


STJOHN 

THE THEOLOGIAN WITH 
SCENES FROM HIS LIFE 
Border scene: 
Labourers Digging 

the Earth. 

16th century. 


Art History Museum, 
Suzdal. 


185 


BHNEHNE 

HOAHHA JNECTBAUHHKA 
TlepBaa nonoBuna XVI 8. 
Pyccuit My3eă, Jleumnrpaxt. 


CUMEOH IIPABEAHIDIA 
Cepenuna XVI B. 
TperbakOBCKas ranepea, 


THE VISION 

OF ST JOHN GLIMACUS 
First half 16th century. 
Russian Museum, 
Leningrad. 


186 


ST SIMON THE PIOUS 
Mid-16th century. 
Tretyakov Gallery, 


Mockna. Moscow. 
187 
4yA0 TEOPTUA ST GEORGE 
O03MHE AND THE DRAGON 
bparmenr. Detail. 
KoueuXV. Late 15th century. 

Tperbaxogexaa ranepea,  Tretyakov Gallery, 

Mockaa. Moscow. 


WY10 TEOPTUA ST GEORGE 
0 3MHE AND THE DRAGON 
parmenr. Detail. 
XVIB. 16th century. 
CoGparne II. Kopuna, The P. Korin collection, 
Mockpa. Moscow. 
189 


APXAHTEIJI MHXANJI 

XVI B. PriGunicknii 
HCTOPHKO-Xy 1OXecToenubiit 
Myselă, PriGnuck. 


THE ARCHANGEL MICHAEL 
16th century. 

Art History Museum, 
Rybinsk. 


Huxndop Casun  Nikifor Savin 
OTEWECTBO THE NEW TESTAMENT 
Cpenuuk. TRINITY 


Koneu XVI-nawano XVII B. 
“TperbaxoBckan răiepen, 
MockBa. 


APXAHTEJ 
MHAXAHII-BOEBOINA 
Cepenunia XVII B. 
CoGpanne II. Kopua, 
Mocxra. 


Cumon YmaxoB 
APXAHTEJI MAXANII, 


Centre panel. 

Late 16th-early 17th 
century. 

Tretyakov Gallery, 
Moscow. 


THE ARCHISTRATEGUS 
MICHAEL 

Mid-17th century. 

The P. Korin collection, 
Moscow, 


Simon Ushakov 
THE ARCHANGEL MICHAEL 


NONHPAIOMNĂ TRAMPLING THE DEVIL 
IbABOINA UNDERFOOT 
1676. 1676. 
“Tperbakopckaa ranepea,  Tretyakov Gallery, 
Mockaa. Moscow. 


Out HAUL 
Kneiimo: 

«MA e Bpenu ac 

BO HCKyIeNtMe». 

Mlocnenrisa vernepri XVII B. 
Pyccxnii My3eit, Jlennnir paz. 


“OUR FATHER” 
Border scene 

“Lead Us Not Into 
Temptation” 

Last quarter 174h century. 
Russian Museum, 
Leningrad. 
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OTHEHHOE 
BOCXOX/EHNE 

NIIbH IIPOPOKA 

C XHTHEM 

Cpennnx, 

XVI a. 

TperAROBCKAA ranepe, 
Mockna, 


NAPACKEBA 

TATHUUA 

XVI n. 

Haunonanbiiti My3elt, 
CrokrontM, 


BBENEHHE 
BO XPAM 

CXUTHEM 

MAPHU 

Kneiimo: 

Monenne o notoxax. 
XVIB. 

TperbikoBekaa ranepea, 
MockBa. 


HUIOIA 
C KHTUEM 

Kueitmo: 

Hukoxa ABaacTcA 1pem 
MYAKAM B TEMBnue. 

XVI n. Myseii 
penuepycekoro uekyccTBa 
umenu Aruipea PyGnea, 
Mockpa. 


"THE PROPHET ELUAH 
AND THE FIERY CHARIOT, 
WITH SCENES FROM 

THE LIFE 

OF THE PROPHET 


Centre panel. 
16th century. 
Tretyakov Gallery, 
Moscow. 


182 


ST PARASKEVA 
PYATNITSA 

16th century. 
National Museum, 
Stockholm. 


"THE PRESENTATION 

IN THE TEMPLE WITH 
SCENES FROM THE LIFE 
OF THE VIRGIN 

Border scene: 

Prayer About the Croziers. 
16th century. 


Tretyakov Gallery, 
Moscow. 


184 


ST NICHOLAS 

WITH SCENES FROM 
HUIS LIFE 

Border scene: 

Sr Nicholas Appears 
to the Three Men 
in the Dungeon. 


16th century. 

Andrei Rublev Museum 
of Early Russian Art, 
Moscow. 


190 
MOAHH IIPEATEUA ST JOHN THE BAPTIST 
XVI. My3eit 16th century. 
penmepycexoro nekyeeraa Andrei Rublev Museum 
umenu Annpea PyGnepa, of Early Russian Art, 
Mockna. Moscow, 


METbIPEXUACTHAA MKOHA 
Dparmenr. 

1547-1554. 
Bnaroneuteuceuit co6op 
Mockosckoro Kpeman. 


FOUR-PART ICON 
Detail. 

1547-1554. 

The Annunciation Cathedral 
of the Moscow Kremlin. 


192 


UEPKOBb BOHHCTBYIOUIAA 
bparmenr. 

1550-e rr. 

“TPeTbAKOBCKAA ra/lepes, 
Mocxaa. 


193 


TEPACUM 

CO J1bBOM 

Ceperutnta XVI n. 
TpeTIAKOBCKAA raepea, 
Mockaa. 


"THE CHURCH MILITANT 
Detail. 

1550s. 

Tretyakov Gallery, 
Moscow. 


ST GERASIMUS 
AND THE LION 


Mid-16th century. 
Tretyakov Gallery, 
Moscow. 


194 


UYHO VENOPA THPOHA 
Koneu XVI B. 
Pyceknii My3eii, Jleunurpan. 


195 


Tlpoxonnii Uupun 
HUKHTA-BONH 

Koneu XVI 8. 
TperbAkOBCKaA ranepea, 
Mocksa. 


ST THEODORE TIRON 
Late 16th century. 
Russian Museuni, 
Leningrad. 


Procopius Chirin 
ST NICETAS 

"THE WARRIOR 
Late 16th century. 
Tretyakov Gallery, 
Moscow. 


200 


ABPAAM 
Cepenauna XVII p. Myseii 
PeBHEpycekOro HCKyceTBA 
umenn Anupen PyOnesa, 
MockBa. 


201 


Tuxon Punarbep 
MOAHH TIPEATEHA 
BIIYCTbIHE 

CO CUEHAMU 
XUTAS 
Pparmenr. 


1689. 
TpeTbAkOBCKas ra.lepes, 
Mockba. 


202 


HIIbA NPOPOK 

C XNTHEM 

bparmeur. 

Bropan nonopuna XVII B. 
Llepkonb Habu Flpopoka, 
Apocnanrib. 


203 


CHMBOII BEPBI 
Pparmenr. 

Bropaa nonoputia XVII . 
Myseii «onometicKoe», 
Mockea. 


ABRAHAM 
Mid-1 7th century. 
Andrei Rublev Museum 
of Early Russian Art, 
Moscow, 


Tikhon Filatyev 
STJOHN THE BAPTIST 
IN THE WILDERNESS 
WITH SCENES 
FROM HIS LIFE 
Detail. 

1689. 

Tretyakov Gallery, 
Moscow, 


THE PROPHET ELIJAH 
WITH SCENES 

FROM HIS LIFE 
Detail. 


Second half 17th century. 
Church of 

the Prophet Elijah, 
Yaroslavi. 


"THE SYMBOL OF FAITH 
Detail. 

Second half 12th century. 
Kolomenskoye Museum. 
Moscow. 
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